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PREFACE 


In the following pages I have tried, as best 
I could, to give the serious teacher and student 
the practical benefit of the knowledge I have 
acquired during a long life devoted to playing 
and teaching the violin. I have here endeav- 
ored not only to make clear my ideas and 
ideals regarding the art, but to explain the 
mechanical means, and. technical procedure, 
which I myself have used in developing my 
pupils, in the hope and belief that what I have 
written may be of help to all students who are 
sincerely and honestly trying to become mas- 
ters of that wonderful instrument—the violin. 

I have simply and frankly endeavored to 
explain the art of violin playing as well-nigh 
sixty years of experience as an interpreting 
artist and teacher have revealed it tome. My 
advice, my conclusions, are all the outcome of 
my experience. They have all been verified 


by years of experiment and observation. 
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For them I have no apologies to make. On 
the other hand, I am not a writer—I am a vio- 
linist. If, therefore, some apology is due my 
readers for the informality of my treatment of 
the subject, I can offer but one justification— 
that I have had but one purpose in the writing 
of this volume: to place at the disposal of teach- 
ers and students of the violin a brief, straight- 
forward presentation of what it has taken me a 
lifetime to learn. 

| oa. 


New Yorx, November 3, 1920. 
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INTRODUCTION 


In publishing this book on the art of violin 
playing, I should scarcely presume to lay claim 
to having made any novel discoveries with re- 
gard to the subject in question. I have merely 
endeavored to present my own personal opin- 
ions—the fruit of my own experience as a vio- 
linist and a teacher of violin—in the hope of in- 
teresting those to whom the subject itself voices 
an appeal. Three great violin masters of the 
nineteenth century, Baillot, De Bériot and 
Spohr, were the first to set forth theoretically 
the principles underlying the art of violin play- 
ing. Various authorities of our own day have 
enlarged upon and developed these theories 
along the lines laid down by the masters of the 
past, and have, in addition, undertaken to dem- 
onstrate, in scientific fashion, the essentials of 
the more recent evolutions of their art. They 
have extended this theory of violin playing to 
include a careful analysis of the physical ele- 
ments of the art, treating their subject from the 
physical point of view, and supporting their 
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deductions by anatomical tables showing, to the 
very least detail, the structure of the hand and 
arm. And by means of photographic repro- 
ductions, they have been able to show us the 
most authoritative poses, taken from life, to 
demonstrate how the bow should be held, which 
finger should press down the stick, how the left 
hand should be employed to hold the violin, 
and soon. Whatmore could be done to guide 
the pupil and facilitate his task? 

Yet the most essential factor, if the observ- 
ance of these carefully formulated principles 
is to show any practical results, has hitherto 
been largely overlooked. This factor is the 
mental one. By no means enough stress has 
ever been laid on the importance of mental 
work, on the activity of the brain which must 
control that of the fingers. And yet, unless 
one is capable of hard mental labor and pro- 
longed concentration, it is a waste of time to 
undertake the complicated task of mastering 
an instrument as difficult as the violin. It 
would seem then that—in view of the many 
books dealing specifically with the violin and 
violin playing, a whole technical bibliography 
augmented by a rich collection of pictorial illus- 


Introduction 3 


trations—all possibility of failure in this partic- 
ular direction might have disappeared. Weare 
wont to take for granted, even in observing a 
student who has received his training at a school 
of no particular reputation, that he knows how 
to handle the instrument satisfactorily, since, 
after all, everything that can be said on that 
subject has been said over and over again; all 
details of procedure have been minutely laid 
down, and all that the conscientious student 
needs to do is to follow them in order to attain 
perfection! Yet this entire body of practical 
exposition has been productive of only meager 
results. The great majority of violin students 
—most of whom show but slight interest in the- 
oretical explanations—may be said to be quite 
uneducated, violinistically speaking. And I 
know from my own long years of experience as 
a violin teacher in Europe, and more recently 
in this country, that this is true. 

One great mistake lies in the failure of so 
large a majority of those who decide to devote 
themselves to music—to learning some string 
instrument, the violin, for example—to ascer- 
tain at the very outset whether nature has ade- 
quately supplied them with the necessary tools 
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for what they have inmind. They apparently 
do not stop to consider that for a student to de- 
vote himself to the mastery of the violin with 
no more than a vague and uncertain idea of 
prerequisite conditions, is tantamount to invit- 
ing failure. A keen sense of hearing is, above 
all, one of the qualities which a musician needs. 
One who does not possess it in the highest de- 
gree, is wasting his time when he centers his 
ambition on a musical career. Of course one 
may perfect one’s musical hearing if the faculty 
exists in even a rudimentary form—though the 
student will have to be. quick to improve it by 
exact attention to the advice given him, and by 
unremitting watchfulness while he is at work 
—but there must be a certain amount of audi- 
tory sensibility to begin with. Then there is 
the very important question of the physical con- 
formation of the hand, of the muscles, of the 
arm, of the wrist, of the elasticity and power 
which the fingers possess. There are hands 
that absolutely refuse to conform to technical 
requirements indispensable to mastery of the 
instrument. Many aspiring students have 
hands, for instance, the fingers of which are too 
fat. (I have known students, however, who, 
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despite this handicap, have through intelligent 
and assiduous practice, managed to acquire a 
perfect intonation.) There are hands with 
_ fingers which are too flaccid, bending, which re- 
fuse to work at the very moment when they 
should be firmest. ‘There are hands the fingers 
of which are so short that they can scarcely 
move within the limits of the first position 
where the distance between the intervals is 
greatest, and where they cannot possibly 
stretch octaves and tenths. And there are also 
weak fingers whose weakness inherently is so 
great that the very endeavor to strengthen 
them by exercise only increases their flaccidity. 

But besides an adequate physical equipment, 
one of the qualifications most important to the 
musician is a sense of rhythm. Together with 
tue sense of hearing, it is a sine qua non for 
every one who wishes successfully to devote 
himself to music. ‘The more conspicuously na- 
ture has gifted the young musical aspirant with 
a discriminating sense of hearing and a strong 
fecling for rhythm, the greater are his chances 
of reaching his goal. There is still, however, 
one more quality which the promising student 
must possess. It is what the French call 
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Vesprit de son métier, the feeling of the profes- 
sional man for the detail of his profession. He 
should have, by intuition—by instinct—the fac- 
ulty of grasping all the technical fine points of 
his art, and an easy comprehension of all shades 
of musical meaning. 

The parents of young children, or those who 
are in charge of their early training, so often 
fail to realize the seriousness of their act when 
they light-heartedly decide that a child shall 
have a musical career and forthwith select the 
instrument which is to bring him fame and | 
wealth. (In the case of the poor, or those 
of slender means, the violin, as a rule, is the in- 
strument favored, because it may be bought so 
cheaply.) The fame of great artists of the 
present and of the past gives stimulus to their 
ambitions for the youngster, and refusing to be 
at all dissuaded by those who know by expe- 
rience the hazards of such an undertaking, they 
cling determinedly to the cherished idea which 
has taken entire possession of them. So it is 
that parents strive persistently toward the goal 
they have arbitrarily set their child, without 
pausing to consider that they may possibly be 
sacrificing his whole future to their misguided 
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ambition for him. They send the child to 
_ study with some celebrated teacher in Kurope 
or America—before the war Europe was pre- 
ferred—to some teacher who has turned out fa- 
mous’ artists—and wait expectantly for the 
realization of their hopes. ‘They see no reason 
why their son or daughter should not one day 
soon gain as much fame and admiration as those 
othezs who have taken the world by storm. 
During the many years I have devoted to teach- 
ing the violin, I have had some characteristic 
examples of this attitude of mind. From far 
and near people came to get my opinion re- 
garding the degree of talent shown by young 
aspirants to fame. In many cases, where it 
was plain that the lack of musical aptitude and 
inclination, or physical defects disqualified the 
student, I was quite frank in saying so. In 
most cases those interested resented my decision 
and went off discontented, and hunted up other 
advisers who would look upon their pet scheme 
with more favor. As a matter of fact, how- 
ever, I have only a few times in my whole ex- 
perience been able to deter parents who cher- 
ished such an ambition for their child, or to save 
the young “virtuoso” from certain failure by 


8 Introduction 





inducing him to take up some other profession, 
in which he will stand a better chance of being 
useful to his fellow beings, and at the same time 
gain a more assured means of support for him- 
self. 

The majority of those who wish to become 
musicians, in spite of the fact that they may 
possess unusual gifts, have no idea of the dif- 
ficulties they will have to surmount, the moral 
tortures they will be called upon to endure, the 
disillusions they will experience, before they 
win recognition. Ambitious young musicians 
habitually fail to realize that it takes years and 
years of unremitting toil; that they must be 
well taught; that they must be well supplied 
with the tools of their craft; that they must: 
have good health and great patience, in order to 
surmount the obstacles with which nature—and 
often man as well—will obstruct the road. 
They do not know that to genius alone the 
brilliant firmament of promise opens wide— 
and then only after long and arduous strug- 
gles. The history of music, and of the great 
musicians, offers endless examples to corrobo- 
rate what I say. 
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VIOLIN PLAYING 


CHAPTER [ 
HOW I STUDIED THE VIOLIN 


I first began to play the violin when I was 
just a little over six years old. My teacher 
was the first violin of the small orchestra 
which on Sundays and festival days provided 
music for the Catholic church in the little town 
in Hungary where I was born. But this ver- 
satile teacher of mine did not confine himself to 
the violin: he gave piano lessons as well, and 
like most of his colleagues in those days, he 
combined the offices of organist and conductor, 
and while he was pedalling away with his feet, 
would direct with either hand, turn and turn 
about, while the other was playing on the man- 
uals. Sixty or seventy years ago, we were far 
from having the wealth of teaching material at 
our disposal that we have in these days—espe- 


cially in that little town in Hungary! There 
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was no such thing then, as a special method, 
nor special principles or systems of instruc- 
tion. Eivery teacher taught as best he knew 
how, and without any supervision. 

Since that time pedagogy in general has 
made tremendous progress, and the art of 
violin teaching has by no means lagged behind. 
Thanks now to special exercises devised for 
special purposes, scales studies, études system- 
atically and progressively arranged—so to 
speak—put up in tabloid form or by the ounce, 
like the medicines of the modern pharmacopeia, 
this huge body of study material is easily ac- 
cessible to the student youth of our own day. 
With such a wealth of material placed at his 
disposal, he cannot, if he is in any degree com- 
petent to take advantage of his opportunities, 
fail to profit thereby. 

But of my own violin lessons almost seventy 
years ago I can remember little. I went to 
my teacher three or four times a week to take 
my lessons, but I no longer recall what the 
master had me play or how he taught me. But 
I kept on taking lessons from him for some 
two or three years until my parents—though 
they were very far from being wealthy—quite 
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the contrary, in fact!—decided, following the 
advice of friends, to send me to Buda-Pest, the 
capital of Hungary, to enter the Conservatory 
of Music there. My parents were acquainted 
with one of the violin professors at the Con- 
servatory, Mr. Ridley Kohné, who had come 
from our home town, and was there regarded 
as one of its most famous men, because he had 
conquered a place for himself in the great city. 
At that time the great art of advertisement had 
not as yet been developed, and the reputation 
of an artist was established by tale and rumor, 
by the things which were said of him. Mr. 
Kohné, my future teacher, had by no means ac- 
quired a European reputation. He was well 
known only in his—and my own—natal town, 
and to a lesser extent, in Buda-Pest. But in 
that little village in Hungary where [ lived, 
his standing—since he was a professor at the 
Conservatory in the greatest city in Hungary 
—was very high indeed. 

When I reached Buda-Pest, I was accepted 
at the Conservatory as a pupil, and at the same 
time placed in a boarding school, where it was 
arranged that I should take up my general 
studies, of a grade that corresponded roughly 
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to that of the American high school. And in 
addition to studying regularly at the Conser- 
vatory, it was arranged that I should be given 
private lessons by my teacher. I might remark 
that my teacher was Concertmeister at the 
Buda-Pest National Opera House, and that 
his companion among the first violins of the 
orchestra and also on the Conservatory staff, 
was the father of Jeno Hubay, the famous 
violinist-composer of to-day, who was at that 
time known by the name of Huber. I can re- 
member that it was in Buda-Pest that I first 
began to study systematically, along lines laid 
down in the Ecole de Violon by Alard, then 
professor at the Paris Conservatory. 

In those days France dominated all Europe, 
musically speaking, and particularly Eastern 
Europe. Paris was the dream-vision that 
floated before the eyes of every young student, 
of every artist who yearned for recognition. 
But Paris seemed so far away, the dream of 
ever reaching it appeared so difficult of attain- 
ment! The actual physical process of getting 
to the city of our desires was anything but 
easy, owing to the lack of adequate railroads 
in Hungary. Yet every musician was drawn 
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by all the magnetism of the imagination and 
all the powers of suggestion to that city on 
the Seine. Paris, the Paris Conservatory— 
that was our goal! The Conservatories of 
Vienna and Leipsic were scarcely known at the 
time, in spite of the real importance of both of 
them and of the Leipsic Conservatory espe- 
cially. 

In the conservatory at Buda-Pest, how- 
ever, I acquired a little technical facility, as the 
result of my study of Alard’s Ecole, and I 
began to play little pieces within the compass 
of my ability—études by such composers as De 
Bériot and Artot (the latter a Belgian violinist 
whose music was much affected by his con- 
temporaries). I cannot recall having prac- 
tised the Kreutzer and Rode Etudes while I 
was at Buda-Pest, but I do recall having 
played the Rovelli Etudes. 

I spent two years in the Hungarian capital, 
and then I was transferred to Vienna, to con- 
tinue my studies in the home of Professor 
Jacques Dont, who, perhaps because his man- 
ner was so modest, was at that time not so very 
well known, in spite of his real genius as a 
teacher. It was due to M. Dont’s rare skill as 
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a teacher, and thanks to the interest he took 
in me, that I now really began to grasp and to 
understand the true character of the violin, 
and at the same time began to get some inkling 
of how very difficult it really is to master the 
instrument. It was Dont who laid the foun- 
dation for the technic which I acquired later 
on; for until I began to study with him, I had 
been groping alone in darkness, feeling my way 
from one technical point to another. He 
guided me in my practise of his own prepara- 
tory studies for the Kreutzer and Rode Etudes 
(Voriibungen zu den Kreutzer und Rode 
Etuden), without allowing me to neglect the 
scales, and gradually introduced me to Dont’s 
twenty-four Caprices, now used thr ong oal the 
violinistic world, but at the time when I was 
learning to play them (between 1855-1856) 
almost entirely unknown. 

I also commenced to play some of the Spohr 
Concertos, and the same composer’s Duos for 
two violins, which Professor Dont greatly ad- 
mired. And it was Dont, also, who gave me 
my first piano lessons, and, in due course 
of time, while I was still living and work- 
ing in his home, acquainted me with the 
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Mozart piano sonatas and the Czerny Etudes. 

Unfortunately, the state of my finances—or 
rather, those of my parents—made it impossi- 
ble for me to continue my studies with this ex- 
cellent teacher, this man who had shown me 
such generous kindness, and who had taken 
such an interest in my career. 

While living in Vienna, I had been encour- 
aged by Professor Dont to attend the Vienna 
Conservatory, principally in order to continue 
my study of harmony, chamber-music and en- 
semble playing in the orchestra class, and I 
had occasionally attended the violin classes of 
Joseph Hellmesberger, a musician of the high- 
est order, and a celebrated interpreter of string- 

" “quartet music. He was the first violin of an 
_ organization then widely known: the “Hellmes- 
berger Quartet.” Hellmesberger was also the 
conductor of the orchestra class, in whose work 

I was keenly interested, though I had not the 
slightest idea how to go about playing in an or- 
chestra. Hence I was very much excited the 
first time I took part in one of its sessions. As 

I was in the conductor’s own class in the Con- 
servatory, I was given a place among the 
first violins, and when I had to attack the first 
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measure—it was the “Egmont” overture, by 
Beethoven—I lost my head completely, owing 
to the unaccustomed burst of sonority from 
the instruments surrounding me. Neverthe- 
less, I soon grew used to the ensemble, and in 
the course of time greatly enjoyed taking part 
in the orchestra work; while at the same time 
I laid a foundation for my knowledge of the 
orchestra. What I learned there in Vienna 
was of great service to me some forty years 
later in Petrograd, where I conducted the sym- 
phonic concerts of the “Imperial Russian 
Musical Society,” founded by Anton Rubin- 
stein—an organization which flourished up to 
the time of the Revolution of 1917. 

It was in 1858 that I completed my course 
in Vienna and received the medal and diploma 
of the Conservatory, which later I found 
served me everywhere very acceptably as a 
passport in the provincial towns in which I 
played! But a career as a concert artist play- 
ing in small towns was by no means my dream! 
I played in them through force of circum- 
stances, for my parents could no longer sup- 
port me, and I had to gain my living as best 
I could, and, whenever possible give such help 
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as I could to my family who had done so much 
forme. I was only a young artist then, whose 
musical education was as yet uncompleted, 
handicapped at first by my lack of a sufficiently 
large and varied repertory. Little by little, 
however, I built up my repertory by using 
every opportunity that came to me to hear gen- 
uine virtuosos play while “on tour,” and by 
hearing them play in Vienna, during my rare 
visits to that city—on which occasions I never 
failed to profit greatly by the advice of Profes- 
sor Dont. 

In those days there were comparatively few 
violinists traveling on concert tours. The 
means of transportation were inadequate, and 
traveling was anything but comfortable; hence 
the great artists of the time, men like Vieux- 
temps, Bazzini, Laub, made but rare ap- 
pearances. These three violinists, whom I 
was able to hear occasionally, made the greatest 
impression upon me, and I endeavored to 
profit to the greatest possible degree by the 
example their playing set. Vieuxtemps im- 
pressed me particularly by the grandeur of his 
tone and the nobility of style displayed in his 
Concertos. Bazzini, a virtuoso in the true 
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sense of the word, was distinguished by the 
singing quality of his tone, and the then alto- 
gether novel piquancies which he introduced in 
his compositions, and which made a veritable 
sensation in Vienna. 

Every violinist of the day knew his scherzo, 
La Ronde des Lutins, but few were acquainted 
with his fine Allegro de Concert—a new edi- 
tion of which, revised by myself, is soon to ap- 
pear. Considered as violin music, Allegro de 
Concert is a composition of really superior 
merit, well worth intensive study—which is 
sure to repay the student. Laub, as a violinist, 
shone by reason of his warmth and compact- 
ness of tone, and his perfect technique. I 
strove to perfect myself by observation of these 
models until that moment, when, owing to a 
fortunate combination of circumstances, and 
being very warmly recommended to him, I 
went to Joachim, in Hanover, in 1862. 

This was a milestone in my student life. 
Joachim was already celebrated in consequence 
of his affiliation with Liszt at Weimar, and, 
later, because of the fame he had acquired as a 
solo player in the great musical centers. He 
held an honorary position at the court of King 
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George of Hanover, which was then an inde- 
pendent kingdom, later to be absorbed by the 
German Empire. King George was blind 
and a passionate lover of music. In order to 
induce Joachim to remain in his capital and 
make his permanent home there, the King ap- 
pointed him conductor of the Court Orchestra, 
to direct its symphonic concerts. Thus he 
secured an opportunity of hearing the master 
play for him frequently, in the most intimate 
way. 

Besides myself there were half-a-dozen other 
young violinists whom the master had accepted 
as pupils. Our schedules were more than ir- 
regular! We had to be ready to take a lesson 
at any hour of the day that he came to town 
to teach us! His servant used to come to sum- 
mon one or another of us. At the first lesson 
Joachim gave me I played Spohr’s Eighth 
Concerto, the “Vocal Scene,” for him, and 
I think my intonation was dubious; he told 
me as much, criticizing my style as well, and 
advising me to pay more careful attention 
to it. Then, in order to test me at the 
following lesson—our lesson-time was never 
fixed in advance—he gave me Rode’s third 
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Etude, in the second position, to prepare. 
We hardly ever played any scales or études 
for him during the lesson, with the single ex- 
ception of some of the Paganini Caprices. 
Anything which had to do with the technique of 
the two hands we were supposed to attend to 
at home. Joachim very rarely entered into 
technical details, and never made suggestions 
to his pupils as to what they were to do to gain 
technical facility, how they were to carry out 
a certain bow-stroke, how a certain passage 
might best be played or how to facilitate 
its execution by using a given fingering. 
Throughout the lesson he kept his violin and 
bow in his hands, and whenever he was dissatis- 
fied with the way the student played a passage 
or a musical phrase, the master would draw his 
bow and play the passage or phrase in ques- 
tion himself in a manner truly divine. 

Besides the great classic works of violin lit- 
erature, Joachim encouraged us to study the 
works of Ernst, whom he greatly admired, and 
whose compositions he encouraged his pupils 
to play for the sake of technical development. 
In this respect I follow Joachim’s example. I 
advise my pupils to play a great deal of Ernst. 
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Whenever I had an opportunity of hearing 
Joachim play, I always felt as though he were 
a priest, thrilling his congregation with a ser- 
mon revealing the noblest moral beauties of a 
theme which could not help but interest all 
humanity. His playing, while one listened to 
it, revealed unsuspected horizons, but it would. 
have been asking the impossible of him to have 
demanded that he be a teacher in the ordinary 
sense of the word. He rarely made his mean- 
ing clear in detail, and the only remark which 
he would utter at times, after having demon- 
strated a point, would be: “so miissen Sie es 
spielen!’ (That is how you must play it!), 
accompanied by an encouraging smile. 

Those among us who were able to under- 
stand him, who could follow his inarticulate 
indications, benefited enormously by them, and 
tried as far as possible to imitate him; the 
others, less fortunate, stood with wide-open 
mouth, uncomprehending, and fixed their at- 
tention on one or another of the great virtuoso’s 
purely exterior habits of playing—and there 
they remained. My very fortunate experience 
as a pupil of Joachim’s convinced me that the 
violin teacher should never confine his teaching 
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to word of mouth. In spite of all verbal elo- 
quence a teacher can call to his service, he will 
never be able to inculcate properly, to compel 
the pupil to grasp all the delicacies of execu- 
tion, if he is unable to illustrate, by means of 
the violin itself, whatever he asks the pupil to 
do. Purely verbal teaching, teaching which 
only explains by means of the spoken word, . 
is dumb teaching! 

Of course the other extreme must be avoided 
also. Occasionally you find a teacher who, for 
one reason or another considers it necessary to 
play in unison with his pupil throughout the 
lesson. I ask myself in vain: How is he going 
to follow his pupil’s playing? and what results 
may be expected from instruction of this kind? 

Of these two methods of teaching the first 
is, of course, to be preferred, even though it 
be not in accord with all that pedagogic prin- 
ciples demand, for at any rate it is not as dis- 
astrous in its effect upon the pupil as the 
second. 

It was in the manner already described 
then, that I went through the most important 
works of the violin repertory under the super- 
vision of that great artist, Joachim—not, alas, 
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without frequent interruptions in my lessons, 
owing to absences of my teacher on his concert 
tours! With him I studied the Beethoven and 
Mendelssohn Concertos (the Brahms Concerto 
had not as yet been written); Spohr; Bach’s 
Sonatas for violin solo; Ernst’s Concerto in F 
sharp minor, his Airs Hongrois, “Otello” 
Fantasy, and Rondeau Papageno; and the 
famous Hungarian Concerto by Joachim him- 
self, written as a tribute to his native land. 
This last is a work of the very first order, which 
every violinist of standing would do well to in- 
clude in his repertory. This concerto is not 
as widely known and appreciated by violinists 
as it should be, in spite of its originality of 
character and a technical side which is quite 
out of the ordinary. Its second movement, 
especially,—a “Pastorale” with variations—is a 
most poetic composition which, and when 
played in a style in keeping with its character, 
as indicated by the composer, never fails to 
make a deep impression. 

Joachim was incomparable in his knowledge 
of string quartet literature, as well as of all 
chamber-music in general. In his home in 
Hanover he often played the choicest composi- 
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tions of the classic repertory, with three excel- 
lent artists, members of the orchestra of the 
Royal Opera, for an intimate circle of friends. 
It was at these musicales that I became imbued 
with aspirations and ideals which I have treas- 
ured my whole life long; and it was at them that 
I for the first time heard a work by Brahms— 
the Sextet in G major—when the very fact of 
its composer’s existence was as yet quite un- 
known tome. At these gatherings in the great 
violinist’s home I met Ferdinand David and 
Johannes Brahms, then quite a young man, 
beardless, very shy, with long hair, and slen- 
derly shaped. He seemed to me then more 
like a representative of Liszt’s Weimarian 
school, and in no way seemed to suggest that 
he would later become a famous antagonist of 
that circle. I. also made the acquaintance 
there of Mme. Clara Schumann, Robert Schu- 
mann’s widow, a highly esteemed pianist; 
Ferdinand Hiller, director of the Cologne 
Conservatory and conductor of the great 
Rhenan music festival, as well as a composer 
of distinction; Niels Gade, Denmark’s great- 
est composer, and many others, a veritable 
host of artists who were passing through Han- 
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over, or even going there especially to pay 
their respects to Joachim, recognized as the 
greatest violinist-musician of his time. 

So far as we, his pupils, were concerned, I 
have already indicated that each one of us had 
to deal with the technical side of his own prob- 
lems as well as he knew how. For my part, I 
worked a great deal on simple scales and 
double-stops, and studied certain of the Kreut- 
zer Etudes, especially the one in F major, in 
order to strengthen my third finger, which was 
naturally a little weak. Since there existed no 
special technical material for the left hand nor 
for the bow-arm, with the exception of the 
studies already mentioned, I invented some for 
myself; and, above all, I used passages from 
the different concertos and other pieces, pas- 
sages of which I was not quite sure, as material 
for the extension and perfection of mechanism. 

I recommend this last-mentioned procedure 
to students as a means whose good effect is 
certain. Such practise is of the greatest use- — 
fulness, since if one succeeds in this way in 
mastering one after another the passages which 
have hitherto seemed insurmountably difficult, 
a great step in advance in actual playing skill 
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has necessarily been made. And besides that, 
the student has in the process gained self-con- 
fidence in his interpretation of the composition 
in question. 

After two years (1863-1865) spent in the 
delightful city of Hanover, I said farewell to 
Joachim, filled with gratitude for all he had 
done for me, and once more resumed my roam- 
ing musical life. From time to time I made 
my début in the celebrated concerts given at 
Gewandhaus in Leipsic (founded by Mendel- 
ssohn), and in other cities in Germany, Hol- 
land and the Scandinavian countries, and, 
finally, in London. I left that city in 1868, to 
accept the invitation extended to me to take 
the place of Henri Wieniawski at the Imperial 
Conservatory in Petrograd, Russia. 
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CuaPtTer IT 
HOW TO HOLD THE VIOLIN 


I 
THE VIOLIN 


-It is impossible to overestimate the impor- 
tance of the first elementary practical steps 
‘in the long process of mastering the violin. 
For better or for worse, the habits formed in 
the early period of training directly influence 
the whole later development of the student. 
The very start of all violin playing—the appar- 
ently simple matter of holding the instrument, 
for instance, before the bow is brought into 
play at all—has a wide range of possibilities 
for good or for evil. There is no instrument 
whose absolute mastery at a later period pre- 
supposes such meticulous care and exactitude 
in the initial stages of study as does the violin. - 
And, since holding the instrument as it should 


be held is prerequisite to all further develop- 
31 
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ment, this phase of violin teaching shall claim 
our first consideration. 

In holding the violin the first thing to bear in 
mind is that it should be held in such a position 
that the eyes may be fixed on the head of the 
instrument, and the left arm should be thrust 
forward under the back of the violin so that 
the fingers will fall perpendicularly on the 
strings, the fingertips striking them with de- 
cided firmness. 

The second important point is this: avoid 
resting the violin on the shoulder or, vice versa, 
shoving the shoulder underneath the violin. 
The placing of a cushion beneath the back of 
the instrument, in order to lend a more secure 
support to the chin grip, should also be avoided. 
These are bad habits which one should from the 
very start carefully avuid, since they not only 
spoil the violinist’s pose in general, but—and 
this is extremely important—they make the 
player lose at least a third of the whole body 
of tone which his violin—be it a fine or an in- 
different instrument, a powerful or a weak one 
—is capable of producing. | 

As for the chin-rest, the one used should be 
adapted to the individual neck, so that by means 
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of it the player is able to hold the instrument 
easily and without strain. Those violinists 
who rest the instrument against the shoulder, 
and place a cushion at its back—both of which 
act as mutes—evidently have no notion of the 
disastrous effect this arrangement has on their 
tone. 

Always try to raise your violin as high as 
possible, in order to secure for your hand the 
greatest freedom of movement from one posi- 
tion to another. This may be accomplished by 
slightly advancing the left arm toward the 
chest. 

Endeavor always to lessen the distance be- 
tween the arms, to bring them together by in- 
clining the body slightly to the left, yet with- 
out resting the left arm against the front of 
the body. At first you will not find it at all 
easy to raise the violin without support, but 
in the course of time one accustoms oneself to 
it, with a resultant gain in facility in reaching 
the higher positions, as well as in the playing 
of rapid descending passages. 

If there be any question as to the advantage 
of holding the violin high, the student may draw 
his own conclusions by observing the leading 
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exponents of his art. If we watch the great 
concert violinists of the day when they play in 
public, we will discover that the majority of 
them hold their violins at a high level, espe- 
cially when playing on the G-string, and 
thereby increase the vibrations of the instru- 
ment, and the string vibrations (not those pro- 
duced by the hand) which represent the sound 
developed by the touch of the hair of the bow 
on the string. 


II 
THE POSITION OF THE THUMB 


The thumb should not extend beyond the 
fingerboard of the instrument, since this pre- 
vents the player from using the G-string. Try 
to hold the thumb thrust forward more in the 
direction of the second and third fingers, so 
as to give the hand greater liberty of action by 
increasing its stretching powers. 

In order to be certain that the hand is well 
placed, put it to this test: place the second 
finger on the note F, on the D-string, in the 
first position—if the thumb is directly opposite, 
on the self-same line, it is in the right place. 
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To avoid an incorrect finger position in the 
first position (one of the most difficult so far as 
correct finger position is concerned), and at the 
same time to strengthen the fingers—and 
never forget that the fingers cannot be made 
too strong—place the four fingers on the four 
strings,—the first on the F of the E-string; 
the second on the C of the A-string; the third 
on the G of the D-string; and the fourth on 
the D of the G-string. Do not raise any one 
of the fingers until all four are resting on the 
notes mentioned. When the fingers are all in 
place, exercise each finger separately, raising 
it and allowing it to drop back into place sev- 
eral times in succession. Begin with the second 
finger, then take the fourth, and then the first, 
and, finally the third. The exercise should be 
carried out in such wise that the fingers not en- 
gaged remain on the strings. This exercise, 
persisted in, is certain to accomplish two valu- 
able things—absolute correctness of finger- 
position, especially as regards the thumb, and 
increased finger strength. 
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Ill 
THE Bow 


When I say that the hand should be lowered 
—or rather that the wrist should be allowed 
to drop when taking up the bow—and that as 
a consequence the fingers will fall into position 
on the stick naturally and of their own accord, 
I am expressing a personal opinion based on 
long experience. I myself have found that 
there can be no exact and unalterable rule laid 
down indicating which one or which ones of 
the fingers shall in one way, or another grasp 
and press the stick in order to secure a certain 
effect. Pages upon pages have been written on 
this question without definitely answering it. 
I have found it a purely individual matter, 
based on physical and mental laws which it is 
impossible to analyze or explain mathemati- 
cally. Only as the result of repeated experi- . 
ment can the individual player hope to discover 
the best way in which to employ his fingers to 
obtain the desired effect. 

Joachim, Wieniawski, Sarasate and others, 
—every great violinist of the close of the last 
century—had each his own individual manner 
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of holding the bow, since each one of them had 
a differently shaped and proportioned arm, 
muscles and fingers. Joachim, for instance, 
held his bow with his second, third and fourth 
fingers (I except the thumb), with his first 
finger often in the air. Ysaye, on the contrary, 
holds the bow with his first three fingers, with 
his little finger raised in the air. Sarasate 
used all his fingers on the stick, which did not 
prevent him from developing a free, singing 
tone and airy lightness in his passage-work. 
The single fact that can be positively estab- 
lished is that in producing their tone these great 
artists made exclusive use of wrist-pressure on 
the strings. (The arm must never be used for 
that purpose.) Yet which of the two, wrist- 
pressure or finger-pressure, these masters em- 
phasized at a given moment—which they used 
when they wished to lend a certain definite 
color to a phrase, or to throw into relief one 
or more notes which seemed worth while ac- 
centing—is a problem impossible of solution. 

Incidentally, we may observe the same 
causes and the same effects in the bow technique 
of the virtuosi of the present time. They may 
have nothing in common either in talent or 
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temperament, yet, notwithstanding this fact, 
each one of them will, according to his own in- 
dividuality, produce a beautiful tone. The 
tone of the one may be more sonorous, that of 
the other more transparent, yet both will be 
ravishing to hear, and not even the closest at- 
tention will enable you to divine which form 
or degree of finger-pressure the artist has ex- 
erted to produce his tone. Young students 
cannot be told too often: “Sing, sing on your 
violin! It is the only way in which to make 
its voice tolerable to the listener.” 
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Cuapter III 


HOW TO PRACTISE 


Young students—in spite of all the advice 
lavished upon them—do not generally realize 
the importance which attaches to the manner 
in which they work, and the influence their 
mode of practising is bound to have upon their 
future. 

Beyond question the student’s progress de- 
pends, very heavily upon his being properly 
guided and taught, and on his capacity—in 
keeping with whatever talent he may possess 
and whatever skill he may display—to profit by 
his teacher’s advice. Yet the main essential is 
for him to cultivate the habit of close self-ob- 
servation, and above all to accustom himself 
to direct and control his efforts. For it is this 
mental labor which is the true source of all 
progress. 

The young student is prone to allow himself 


to be carried away by the impulse to execute a 
41 
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passage in a precipitate tempo, intoxicating 
himself with the sheer pleasure of his own dig- 
ital velocity. ‘This makes it impossible for him 
to follow each note with his ear, to hear the in- 
tonation of what he is playing. He cannot dis- 
tinguish his imperfect intonation; he is unable 
to detect inequalities in the rapid flow of his 
passage-work; he does not know whether his 
tone-production is good; whether each note is 
clearly enunciated; and whether or not there 
are any inequalities in his passages, due to the 
faulty movement of the fingers. ‘The young 
violinist should be able to answer any of these 
questions, but, alas,—owing to his habit of 
practising in too rapid a tempo—he is alto- 
gether at a loss where they are concerned. Yet 
let him remember that those who listen to him, 
are able to hear and to judge impartially! 

I thoroughly believe—and I always tell my 
pupils this—that when they practise without 
observing and criticizing themselves they 
merely develop and perfect their faults. They 
are worse than wasting their time. I have had 
students, however, who in spite of good inten- 
tion, became the victims of a nervous agi- 
tation the moment they took up their violins, 
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and were wholly unable to resist the neces- 
sity of playing in an exaggeratedly rapid 
tempo. Such students were never born to 
become concert players. Among them are 
violinists who, though well-endowed by na- 
ture, are subject to certain definite limita- 
tions. Once they have reached these limits 
which nature has set, no method, no amount 
of hard work will bring them any further. 
They stop short. Like a swimmer strug- 
gling against the current, they may dive 
headlong, pushing forward under water with 
all their might in an endeavor to make progress, 
only to find, on regaining the surface, that they 
have scarcely changed their position. ‘The 
tide has been too strong for them. Players of 
this type make up the major portion of the 
army of the “unknown” or “unrecognized.” 
If they are philosophical enough to accept a 
verdict of necessity and resign themselves to 
their limitations, they become excellent orches- 
tra players. Many of them, also, devote them- 
selves to teaching, often, however, without be- 
ing very well adapted for the work. 

The shape and conformation of the left 
hand are also responsible for the lack of suc- 
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cess of a great number of students who seem 
otherwise well endowed. I have come across 
cases of this kind in Russia where young stu- 
dents coming from abroad, ill-advised by their 
teachers, practised from eight to ten hours a 
day in the vain hope of improving their tech- 
nique and—because of this excess of uninter- 
rupted labor—could scarcely move their fin- 
gers. 

Yet even an expert cannot predict with cer- 
tainty the skill which a particular hand may 
develop. It is as yet impossible for us to deter- 
mine and establish with exactitude all the in- 
numerable interrelations of the muscles and 
their reaction upon each other, nor the com- 
plexities of the action of the nerves of the 
fingers. How are we to explain the fact that 
two hands, belonging to two different human 
beings, which appear to be identical in size, 
with fingers which seem to be equally long and 
strong, nevertheless differ altogether in their 
action? Experience may show that the fingers 
of the one hand need to be kept continually ac- 
tive in order to retain their flexibility ; while the 
fingers of the other may not be used for weeks 
at a time and yet, after some slight finger- 
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gymnastic work and a small investment of 
time, they regain all their agility and are ready 
to perform their functions perfectly. It is due 
to this apparently inexplicable reason that cer- 
tain well-known virtuosos are obliged to prac- 
tise continually in order to keep themselves in 
condition, while others may indulge in the lux- 
ury of allowing long periods of time to elapse 
in which they do not touch the instrument at 
all. 

Sarasate once told me that he did not practise 
at all during the summer. Davidoff, the great- 
est ’cellist of his time, who was director of the 
Petrograd Conservatory from 1880 to 1890 
(where I myself was the head of the violin 
department) and with whom I played string 
quartet concerts for more than twenty years, 
always laid his Stradivarius away in the safe 
during the summer months. He did not take 
it out again until we were to meet for the first 
quartet rehearsal the following autumn, and 
he used no other instrument during the whole 
time which had intervened. Joachim, on the 
contrary, practised a great deal; and during his 
concert tours, he played in the compartment of 
his railroad coach, Whether this was because 
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he found it necessary to keep his fingers mov- 
ing, or because he was nervous in general I can 
not say. It is a well-known fact that Joachim, 
when teaching, always had his Stradivarius in 
his hand, and illustrated practically all that he 
had to impart, playing himself, to the great 
benefit of those of his pupils who were able to 
profit by his great example. 

As for myself, my hands are so weak and 
their conformation is so poor that when I have 
not played the violin for several successive 
days, and then take up the instrument, I feel 
as though I had altogether lost the faculty of 
playing. I cannot tell which of my two hands 
is more weakened by the period of inactivity, 
the left hand or the bow-arm hand. 

But what I have meant to suggest here is that 
the great artists are exceptional. Each has his 
peculiarities, and one must not and should not 
try to imitate any one of them blindly. Rather 
you must try to catch the reflection of his 
genius and, utilizing whatever light it may 
shed, readapt it to your own individual needs. 
It is often the case, in fact, that when a great 
artist stresses some small defect or peculiarity 
in his playing, any number of young students 
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will first of all seize upon the unessential per- 
sonal quirk and believe that in so doing they 
have grasped the very essence of the artist’s 
genius. It is much easier, of course, to imitate 
this trifling defect than the more substantial 
qualities which, at bottom, make up the artist’s 
true individuality. 

But let us turn again from these more gen- 
eral considerations to the more specific matter 
of practise methods. In all practise-work, and 
this applies to the advanced student as well as 
the beginner, rest during practise hours should 
never be overlooked. My advice—based on 
the experience of years—is never to practise 
more than thirty or forty minutes in succession, 
and to rest and relax for at least ten or fifteen 
minutes before beginning work again. If this 
plan is carried out, and I should once more like 
to emphasize its value, the student, in order to 
practise from four to five hours a day must 
have, actually, six or seven hours at his dis- 
posal. : 
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CHAPTER IV 


TONE PRODUCTION 


The problem involved in the production of 
an entirely agreeable tone—that is to say a tone 
which is singing to a degree that leads the 
hearer to forget the physical process of its de- 
velopment—is one whose solution must always 
be the most important task of those who devote 
themselves to mastering the violin. 

The question of tone production, we might as 
well acknowledge at once, is not primarily a 
matter of the hairs on the stick, of rosin, of 
change of bow on the strings, nor of change of 
position by means of the fingers of the left 
hand. All these really signify nothing, abso- 
lutely nothing, when it comes to the produc- 
tion of a pure crystalline and transparent violin 
tone. To obtain a tone of this quality, the 
student must not only expect to sacrifice what- 
ever time may be necessary, but he must be 
willing to bring to bear on the problem all his 
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intelligence, all the mental and spiritual con- 
centration of which he is capable. And for | 
guidance in this he must rely upon the pre- 
cepts of the great masters of the past, and the — 
example of the great violinists of the present 
day. 

To describe in exact detail just how the 
bow should be held, just how the pressure of 
the fingers should be adjusted, and which fin- 
ger—at a given moment—should stress its pres- 
sure upon the stick, and just how to set about 
beginning to use the wrist—the central point 
round which everything relating to tone pro- 
duction turns—all this presents a task of well- 
nigh insurmountable difficulty. But what 
holds good in the case of all other arts is true 
also of the violin. Natural instinct, physical 
predisposition, the construction of the muscles 
of the hands and of the bow-arm—each plays a 
determining part in the ultimate effect. 

Clear and complete understanding, the gift 
of seizing and retaining the explanations of a 
good teacher, so far as my observation goes, 
is the only practical way of achieving the beau- 
tiful tone which should be the ambition of every 
violinist. 
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The value of the theories presented in in- 
_ struction is doubled by the student’s practical 
plication of them; and the teacher’s most im- 
Dhcrtant asset is a knowledge of how to employ 
the two means in conjunction and to make his 
theoretical teachings bear practical fruit. For 
the best of advice set down on paper, be it 
ever so useful, and based on the most valid 
scientific principles, can never take the place of 
the living, spoken word, followed by an actual 
demonstration of its application to the problem 
in hand. 

Unfortunately, in no country in the world, 
is musical instruction other than a free agent. 
Nowhere is it subjected to proper standards 
and adequate supervision. ‘This is true even in 
those countries where the government sup- 
ports schools especially designed for the teach- 
ing of music, and so sets a high standard which 
private instruction seeks to approximate. But 
the private teacher everywhere is free from re- 
sponsibility to his pupils; he can carry on his 
“business” in any fashion that pleases him. 
He sets his own standards and develops his 
own teaching methods—and there is no organi- 
zation or system of inspection that requires 


54 ; Violin Playing 





that a teacher of the violin must have qualified 
for his work by a period of study at one of the 
great institutions. And in those countries, 
particularly, which have no state-supported or 
state-endowed schools of music, any one who 
takes a fancy to give music-lessons may—if he 
can receive a few pupils—enter the profession! 
I do not by any means wish to imply that all 
private teachers are irresponsible. Many are 
indeed desirous of doing their best, but alas, 
having themselves been ill-taught, they spread 
the poison of their own ignorance broadcast, 
a plague, which carries off many hapless in- 
nocents, victims of their pernicious teaching 
methods. ? 

I stress the importance of competent teach- 
ing in connection with the subject of tone pro- 
duction because the acquisition of a pure, lovely 
tone is emphatically a matter of instructive de- 
velopment, and it is so largely within the power 
of the teacher to foster or destroy its latent pos- 
sibilities in his pupils, that he is anything but a 
negligible factor in its attaimment. More 
national conservatories, the faculties of whose 
violin departments would be made up of the 
best teachers obtainable and the compulsory 
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standardization of private violin instruction, 
would improve the tone production of violin 
students the world over. 

Returning to the detailed consideration of 
our subject, I shall here outline—in a form 
best suited for the student’s practical applica- 
tion of the advice—what my own teaching ex- 
perience has demonstrated in the matter of tone 
production. 


SomE HIN Ts ON THE SUBJECT OF 
TONE PRODUCTION 


I 


When taking up the bow with the fingers, 
lower the hand in such a way that the bow falls 
naturally into position, of its own accord. By 
so doing you will obviate the feeling which im- 
pels you to cling tightly to the stick. 


II 


Hold the bow lightly, yet with sufficient 
firmness to be able to handle it with ease; above 
all, do not try to bring out a big tone by press- 
ing the bow on the strings. This is an art in 
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itself, and can only be developed by means 
of hard work and experience. 


III 


Do not press down the bow with the arm: 
the whole body of sownd should be produced by 
means of a light pressure of the wrist, which 
may be increased, little by little, until it calls 
forth a full tone, perfectly pure and equal in 
power, from the nut to the point of the bow, 
and vice versa. 


IV 


Begin with slow strokes with the whole 
length of the bow, allowing ten or twelve sec- 
onds for each down- and up-stroke, and stop as 
soon as you feel fatigue. The muscles and the 
joints of the wrist and forearm stand in need 
of relaxation after an effort which, however 
slight, has been continuous. 


V 


The degree of finger-pressure to be applied 
to the stick is a question of experience, of ob- 
servation from the instructive side, and also of 
discipline. 
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VI 


In order to learn properly how to obtain an 
equal tone, both at the nut and at the point of 
the bow, the natural tendency of the hand to 
press down upon the bow at the nut,—because 
of the greater weight of this part of the stick— 
and, contrariwise, to weaken at the point,—the 
weakest portion of the stick—must be counter- 
balanced by additional pressure—always of the 
wrist. 

VII 


Play as slowly as possible the sustained _ 
notes of a scale, in the following manner: 
Very slow: 





and so forth, first through two octaves and 
later, when you feel greater confidence, to the 
third-octave G, taking care, while increasing 
the tone, to augment it only by finger-pressure, 
not by arm-pressure, thus avoiding forcing the 
tone which otherwise grows rough. ‘Trans- 
pose as you may see fit. Once the habit of 
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drawing a pure, colorful tone from the strings 
has been established, you may pass to sustained 
double-stops, to be played in accordance with 
the principles already laid down. 


VIil 


Play between the bridge and the finger- 
board, for it is within this compass that the tone 
is most full and sonorous. Only when it is de- 
sirable to secure a very soft, sweet tone, pp, 
may you play near the fingerboard and even 
upon it. On the other hand, as soon as you 
play near the bridge with any degree of 
strength the tone grows harsh. When playing 
absolutely pp, no more than brushing the 
strings, the effect known as the flautato, which 
imitates the timbre of the flute-tone, is ob- 
tained. In each and every stroke, the bow 
should move in a straight line running parallel 
with the bridge. 


Ix 
THE VIBRATO 


The purpose of the vibrato, the wavering 
effect of tone secured by rapid oscillation of a 


~ 
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finger on the string which it stops, is to lend 
more expressive quality to a musical phrase, 
and even toa single note of a phrase. Like the 
portamento, the vibrato is primarily a means 
used to heighten effect, to embellish and beau- 
tify a singing passage or tone. Unfortunately, 
both singers and players of string instruments 
frequently abuse this effect just as they do the 
portamento, and by so doing they have called 
into being a plague of the most inartistic na- 
ture, one to which ninety out of every hundred 
vocal and instrumental soloists fall victim. 
Some of the performers who habitually make 
use of the vibrato are under the impression that 
they are making their playing more effective, 
and some of them find the vibrato a very con- 
venient device for hiding bad intonation or bad 
tone production. But such an artifice is worse 
than useless. That student is wise who listens 
intelligently to his own playing, admits to him- 
self that, his intonation or tone production is 
bad, and then undertakes to improve it. Re- 
sorting to the vibrato in an ostrich-like en- 
deavor to conceal bad tone production and in- 
tonation from oneself and from others not only 
halts progress in the improvement of one’s 
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fault, but is out and out dishonest artistically. 

But the other class of violinists who habit- 
ually make use of the device—those who are 
convinced that an eternal vibrato is the secret 
of soulful playing, of piquancy in performance 
—are pitifully misguided in their belief. In 
some cases, no doubt, they are, perhaps against 
their own better instincts, conscientiously car- 
rying out the instructions of unmusical 
teachers. But their own appreciation of 
musical values ought to tell them how false is 
the notion that vibration whether in good or 
bad taste, adds spice and flavor to their play- 
ing. If they attempted to eat a meal in which 
the soup were too salt, the entrée deluged with 
a garlic-sauce, the roast too highly peppered 
with cayenne, the salad-dressing all mustard, 
and the dessert over-sweet, their palates would 
not fail to let them know that the entire diner 
was overspiced. But their musical taste (or 
what does service for them in place of it) does 
not tell them that they can reduce a program 
of the most dissimilar pieces to the same dead 
level of monotony by peppering them all with 
the tabasco of a continuous vibrato. No, the 
vibrato is an effect, an embellishment; it can 
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lend a touch of divine pathos to the climax of 
a phrase or the course of a passage, but only if 
the player has cultivated a delicate sense of 
proportion in the use of it. 

With certain violinists, this undue and pain- 
ful vibrato is represented by a slow and con- 
tinuous oscillation of the entire hand, and some- 
times by a precipitate oscillation of the hand 
and all the fingers as well, even those fingers 
which may be unoccupied for the time being. 
But this curious habit of oscillating and vibrat- 
ing on each and every tone amounts to an actual 
physical defect, whose existence those who 
are cursed with it do not in most cases even 
suspect. The source of this physical evil gen- 
erally may be traced to a group of sick or ail- 
ing nerves, hitherto undiscovered. And this 
belief of mine is based on the fact that I can- 
not otherwise account for certain pupils of 
mine, who in spite of their earnest determina- 
tion to the contrary, and innumerable correc- 
tions on my part, have been unable to rid them- 
selves of this vicious habit, and have continued 
to vibrate on every note, long or short, playing 
even the driest scale passages and exercises in 
constant vibrato. 
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There is only one remedy which may be de- 
pended upon to counteract this ailing nervous 
condition, vicious habit, or lack of good taste— 
and that is to deny oneself the use of the vibrato 
altogether. Observe and follow your playing 
with all the mental concentration at your dis- 
posal. As soon as you notice the slightest 
vibration of hand or finger, stop playing, rest 
for a few minutes, and then begin once more, 
continuing to observe yourself. For weeks 
and months you must continually guard your- 
self in this fashion until you are confident that 
you have mastered your vibrato absolutely, | 
that it is entirely within your control. You 
may then put it to proper artistic use, as your 
servant, not your master. 

In any case, remember that only the most 
sparing use of the vibrato is desirable; the too 
generous employment of the device defeats the 
purpose for which you use it. The excessive 
vibrato is a habit for which I have no tolerance, 
and I always fight against it when I observe it 
in my pupils—though often, I must admit, 
without success. As a rule I forbid my stu- 
dents using the vibrato at all on notes which 
are not sustained, and I earnestly advise them 
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not to abuse it even in the case of sustained 
notes which succeed each other in a phrase. 


Tue Portamento or Glissando 


The connecting of two tones distant one 
from the other, whether produced on the same 
or on different strings, is, when used in modera- 
tion and with good taste, one of the great violin 
effects, which lends animation and expression 
to singing phrases. 

But the portamento becomes objectionable 
and inartistic,—resembling more than anything 
else, it seems to me, the mewing of a cat—when 
it is executed in a languishing manner, and 
used continually. The portamento should be 
employed only when the melody is descending, 
save for certain very exceptional cases of as- 
cending melody. In order to develop your 
judgment as to the proper and improper use 
of the portamento, observe the manner in which 
it is used by good singers and by poor ones. 
The violinist who is tempted to make careless 
use of the portamento will find that it is the 
easiest thing in the world to turn this simplest 
of expressive means into caricature merely by 
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dragging the finger slowly from one tone to 
another, allowing the whole scale to be heard 
between the two objective points. For the 
sensitive ear this is nothing short of torture, 
though, alas, it is a form of cruelty only too 
often practised on the concert platform and 
in the “studio.” 

Like the vibrato, the portamento or glissando 
is one of the most telling of violin effects—if it 
is used with restraint, in a proper way, at the 
proper time. The violinist must always re- 
member that the glissando is effective in pro- 
portion to the infrequency with which it is 
used. This may sound paradoxical, but is 
true. Only on occasion does it produce a beau- 
tiful effect. One means to which the string 
player may resort in order to determine 
whether or no he will do well to employ the 
portamento in a particular passage, is to sing” 
the descending phrase or phrases to himself, 
and trust his ear to tell him whether or not the 
effect has justification, musically. 

For me all those violinists who abuse the 
effects of violin playing, who are obsessed with 
the idea that the spicing of the tone they pro- 
duce with vibrato, portamento, and other sim- 
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ilar devices, is more important than the tone 
itself, belong in the second of the three classes 
into which the violinist Solomons divided all 
players of the instrument. King George III, 
to whom Solomons was giving violin lessons, 
asked his teacher to tell him how he was getting 
along. ‘Well,’ said Solomons to his illustri- 
ous pupil, “all violin-players may be divided 
into three classes. The first class includes all 
those who cannot play at all; the second class 
those who play very badly; and the third class 
those who play well. Your Majesty has al- 
ready managed to advance to the second class.” 
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CHAPTER V 


HINTS ON BOWING 


I 
Tue Détaché (DETACHED STROKE) 


The détaché, together with the “spun” or 
sustained tones—sons filés the French call 
them—which we have described in the preced- 
ing chapter, forms the foundation of all bowing 
technique. 

In playing the detached stroke use the whole 
length of the bow, playing in a moderate tempo, 
and endeavor to secure a tone of equalized 
strength in the up- and down-strokes. Always 
attack each stroke from the wrist, continuing 
as the forearm enters into play, until you reach 
either the point, at the down-stroke, or the nut, 
at the up-stroke. Vary this stroke by using 
different sections of the bow separately playing 
with the upper bow, in the middle, and at the 


nut. 
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I 
THE Martelé (HAMMER-STROKE) 


This stroke, which is made at the point of the 
bow, is in itself very essential, and its use pre- 
sents the additional physical advantage of re- 
inforcing the muscles of the wrist. It is the 
basis of two other forms of the stroke: the 
staccato and the “dotted note” strokes which, 
like the martelé, are played at the point of the 
bow. 

The martelé is obtained by pressing the 
string down firmly with the point of the bow, 
and making use of the wrist exclusively to pro- 
duce the tone desired. In case you find your- 
self unable to master this stroke by use of the 
wrist alone, you may have recourse to a slight 
pressure of the forearm, but never to an upper 
arm or shoulder pressure. 


III 
TuHE Staccato UP AND Down Bow 


Opinions differ as to the manner in which 
the staccato stroke shouid be delivered. ‘The 
masters of the past century, Kreutzer, Rode, 
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Spohr and others taught that the staccato 
stroke should be produced with the aid of the 
wrist. Spohr must have had an admirable 
. staccato; he has indicated its use in his con- 
certos to a considerable extent. Some of the 
great virtuosi of the nineteenth century whom 
I myself have heard play—Joachim for in- 
stance, whose pupil I have the honor to be— 
had only a moderately rapid staccato. Joa- 
chim produced his staccato only from the wrist, 
and it was just rapid enough for the demands 
of the classical repertory which he preferred 
in his concerts and his chamber-music perform- 
ances. (Joachim was, by the way, the first to 
cultivate the principle: “The virtuoso exists 
for music, not music for the virtuoso.” He it 
was who first popularized the Beethoven Vio- 
lin Concerto, Bach’s solo violin sonatas, and, 
above all, his “Chaconne”; Tartini’s Sonatas, 
particularly the one known as “The Devil’s 
Trill,” and a large portion of the classical rep- 
ertory which figures on the concert-programs of 
our own day.) 

In my youth I heard Vieuxtemps play his 
concertos and some other of his own composi- 
tions. He produced his staccati in a mixed 
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manner, from the wrist and from the forearm, 
and was able to play a great number of notes 
on the same bow-stroke, thus securing the most 
astonishing effects. 

Wieniawski, however, was decidedly the most 
brilliant exponent of the staccato stroke. He 
used the upper arm only, stiffening the wrist to 
a point of actual inflexibility. His staccati 
were dizzyingly rapid and at the same time pos- 
sessed a mechanical equality. This method of 
production I myself have discovered to be the 
most efficacious. I use it. 

Sarasate, on the contrary, who had a dazzling 
tone, merely used the staccato volant, the 
“flying” staccato, not too fast a type, yet one 
infinitely graceful. This last quality, grace, 
illumined all his playing, and was sustained by 
a tone of a supreme singing quality which, 
however, was not very powerful. 


Iv 


THE Staccato Volant (“Fuy1ne Staccato’) 


The Staccato volant (“Flying Staccato’) is 
a combination of the two methods—playing 
from the upper arm, as well as from the wrist, 
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using both at the same time, with the difference 
—that in the firm staccato, the bow does not 
leave the string, but sticks to it, so to speak, 
while in the flying staccato the bow is raised in 
an elastic manner after each note. 

Here again, only visual demonstration of 
the methods of playing the staccato is of actual 
service to the student. But on the ground of 
long experience, I must admit that something 
besides proper instruction in playing the stac- 
cato is necessary to success. The student must 
have in addition a certain natural predisposi- 
tion to the stroke, and his wrist must be capable 
of functioning as though impelled by a spring 
of the finest steel. 


Vv 


THE Spiccato sautillé (Spiccato witH Bounc- 
ING, SPRINGING Bow) 


I have always taught the spiccato with 
bouncing, springing bow by means of a very 
slight détaché in the middle of the bow, played 
as short as possible, without any effort and 
making use of the wrist only; and above all, 
playing at a moderate tempo. In practising 


74 Violin Playing 


this bowing, the speed at which it is played may 
be gradually increased, the bow staying well 
on the string. After the wrist has gained a 
certain amount of agility, exercises on two 
strings (G-D) may be begun. And then the 





same exercise may be carried out on the re- 
maining two strings (A-E). In order to se- 
cure the spiccato, all that is necessary is to 
relax the pressure of the fingers on the bow, 
while going on with the same movement of the 
wrist used for the short detached stroke already 
mentioned. The bow will bound of its own 
accord if violent movements of the hand are 
avoided. 

Excess in this direction, the endeavor to 
make the bow bound as much as possible by 
main strength, has an altogether contrary ef- 
fect. ‘The stick makes irregular bounds and 
leaps, and you will find yourself unable to con- 
trol and master it. In order to give greater 
body to the tone all you need do is—without 
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changing the position of the wrist—to hold the 
bow in such a way as to be able to use three- 
quarters of the breadth of the bow-hairs. The 
hand should remain quiet, and keep to its usual 
position. The third finger only should execute 
an almost invisible movement, turning the bow 
in such a way that more hairs are brought to 
bear on the strings, since otherwise the tone will 
be feeble, without resonance, and the few hairs 
which touch the string will go sliding from one 
spot to another, with a whistling tone. And 
you must try to keep the bow in the same place, 
between bridge and finger-board, in order that 
this whistling may be avoided. 


VI 


THE Ricochet-Saltato (REBOUND WITH 
SPRINGING Bow) 


For this bowing the bow should be held as 
lightly as possible, the fingers hardly touching 
the stick. The bow should be raised a quarter 
of an inch or more above the strings (depend- 
ing on the weight and the elasticity of the stick 
as much as on the skill with which the move- 
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ment is executed). Let it fall with an elastic 
movement of the wrist, and you will find that it 
will rebound as far as you freely allow it to. 
At first you will find that this gives you a cer- 
tain number of unequally hurried tones. But 
after working for a time along the lines laid 
down you will succeed in guiding this irregu- 
lar movement, and will be able to play two, 
three, six and eight notes in an absolutely 
rhythmic manner with one bow-stroke, accord- 
ing as you may shorten or lengthen it. 


VII 
THE T'remolo 


Two bow-strokes, delivered in close proxim- 
ity, and in accordance with the same principles 
by which the ricochet-saltato stroke just con- 
sidered is produced, should be employed for the 
tremolo. Give each down-bow a. clearly 
marked accent from the wrist, which should be 
greatly relaxed in order to make the bow re- 
bound. The more relaxed and elastic the 
accent the more the bow will leap. This ap- 
plies also to the rebound in the case of the up- 
bow, 





De Bériot has employed this bowing in a 
brilliant composition entitled “Le Tremolo,” a 
variation on the Andante from the Sonata in 
A major, Op. 47—which, being dedicated to 





Kreutzer, is known as the “Kreutzer Sonata” 
by Beethoven. Francois Prume, a virtuoso 
highly appreciated during the middle of the 
last century, also made extensive use of the 
tremolo in a number which became extremely 
popular, “La Mélancholie.” 

Quite recently Henri Marteau (who was 
professor of violin at the Berlin Hochschule 
from Joachim’s death until the outbreak of 
the Great War) has used the tremolo—which 
had for a number of years been neglected by 
virtuosi and the composers—in several of his 
pieces. 


VIII 
THE ARPEGGIO 


Like the tremolo, the arpeggio is produced in 
accordance with the principles by which the 
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ricochet-saltato is delivered. If you wish to 
facilitate your arpeggio-work you must begin 
to study it legato in order to accustom yourself 
to passing over the four strings with an equal- 
ized movement of down-bow and up-bow. 
This you do without any forcing of the hand, 
employing the upper half of the bow. In or- 
der to secure a better attack on the G-string, 
you must raise your arm slightly, and lower it 
so far as may be necessary in order to touch 
the two strings, A and KF, with ease. Once you 
are quite sure of this movement, you may at- 
tempt to play the arpeggio as you would the 
tremolo, attacking it with an elastic wrist- 
stroke in the down-bow in order to make it 
~ “come off” as it should. 





IX 


Tue Legato 


The legato bowing is one of the strokes most 
used, and when perfectly played has a quality 
of great charm. In order to develop it prop- 
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erly, pass from one string to another by means 
of the wrist, supported by the forearm if you 
wish to attack; or pass to the A-string or E- 
string, the G-string and D-string, and back 
again to the A and K, letting the arm resume 
its customary position. But this movement of 
the arm as it passes over the various strings, 
must be made in an almost imperceptible man- 
ner, without any trace of brusqueness. In per- 
fecting your legato bowing in the manner I 
have here indicated you will find that in the 
course of time, you will be able to play a large 
number of notes on one stroke. It is of advan- 
tage to practise this stroke in different keys 
and in different intervals, such as thirds, sixths 
and octaves, at first in quarter-notes, very 





slowly, then in eighths and sixteenths. Then 
change strings: move to the A- and _ the 
K-string. Place your bow on the two strings 
G-D, or on the two strings A-E, and sound the 
tone produced by the bow without pressure, 
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without attempting to increase or diminish it. 
After a period devoted to the intelligent prac- 
tise of the exercises already indicated, you 
may proceed to the special, easy studies of 
Kayser, Fiorillo, and to those of Kreutzer, 
using for these last the edition revised by 
Mazas. Alexander Bloch’s Principles and 
Practise of Violin Bowing will be an invalu- 
able aid, especially in the case of beginners. 
Transpose this exercise into various keys; use 
other intervals: thirds, sixths, octaves. Some- 
what later try to play eighths, and sixteenths 
in one bow—increasing the number of notes 
played on one and the same bow, and the 
tempo as well in proportion to the increase in 
the student’s agility in moving across the 
strings, and from one position to another. 

In order to secure a really perfect legato, 
the fingers which rest on the two strings must 
keep their place while the bow moves from one 
to the other. By raising either of the fingers 
the continuity of the tone is broken, and a 
species of stuttering is evident in the tone pro- 
duction. 

Legato is really the negation of angles in 
violin playing. It is the realizing of an ideal 
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—the ideal of a smooth, round, continuous flow 
of tone. Legato bowing, if developed as I 
have suggested, gives us the beautiful singing 
tone which is the normal tone of the instrument. 
Of course we must employ the détaché, the 
martelé, the staccato and other strokes—for the 
beauty of the sustained tone, the son filé, has to 
be brought out, it has to be shown in relief lest 
its very perfection grow monotonous. Yet the 
legato is the essence of all cantabile playing— 
you cannot sing on the violin without it. And 
even when it is only slightly relieved, it doesn’t, 
in many instances, make a monotonous umpres- 
sion. ‘To borrow an example from literature 
of song: we may take some of the long arias 
in Bach’s little cantatas. They are as a rule 
preceded by a recitative. But Bach, that 
great master, knew that nothing wearies the 
musical ear more quickly than extended recita- 
tive passages in a declamatory style, in a kind 
of vocal detaché—so he wrote short recitatives, 
while his arias were long. 

But in these modern days—in orchestral 
music and in choral music particularly—the 
true legato, which is the means of expressing 
melody, has suffered an eclipse. ‘There is so 
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much of the intellect, of the mind, in modern 
musical development that melody, genuine mel- 
ody has suffered, and its medium of expression, 
the vocal or instrumental legato, has been 
thrust into the background. 

This is in no sense true, however, in the case 
of violin music. For the violin is still a homo- 
phone instrument, a melody instrument, a 
singing instrument. Its chief beauty in ex- 
pression is still the cantabile melody line. All 
the triumphs of virtuosity—the conquest of the 
double-trill, of the perfected staccato strokes, 
of fingered octaves and of tenths cannot change 
that fundamental fact. And that is why the 
legato bow-stroke, which is the melody-pro- 
ducing stroke, will continue to be one of the 
strokes most used, the stroke of them all which 
every violinist must develop in a really perfect 
manner if his string-song is to be unbroken and 
his tone production equalized and connected. 
And upon the mind of every violinist who de- 
sides to acquire a good legato bowing I should 
like to impress the following general rule: 

Do not raise the finger on one string Before 
the tone of the next string sounds. 
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LEFT-HAND TECHNIQUE 


Since playing in one position only is so ele- 
mental a matter as scarcely to justify the use 
of the word “technique” in its more comprehen- 
sive sense, a consideration of left-hand tech- 
nique would of necessity begin with the change 
of positions. ‘Then I wish to say something of 
the pressure of the fingers on the strings, and 
to make some suggestions concerning scales, 
and other exercises, and fingering. 


THE CHANGE OF POSITIONS 


In passing from one position to another, the 
violin student should take particular pains to 
see that this change—or rather this transition 
from one to another position, beginning from 
the first,—is effected in an inaudible manner. 
This is the first essential. In playing the scale 


on the E-string, for instance, the first finger, 
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in shifting to the third position, must do so 
without the slightest glissando being audible. 
Though the first finger rests firmly on the 
string, nevertheless it must never press down 
in such a way that it cannot advance easily into 
the next position desired. And _ similarly, 
when descending into the first position, the 
first finger does not leave the string during this 
movement, but remains firmly in place, while 
the second finger, held as close as possible to the 
first, is ready to take its place in the first posi- 
tion with a movement so precipitate as to avoid 
making a glissando. The transition should be 
effected in a manner as completely inaudible 
and unnoticeable as is the legato movement 
from note to note in the following scale on the 
piano: 











This same rule should be observed when you 
wish to ascend or descend by the second and 
third fingers, and on the three remaining 
strings, the rule remains the same, irrespective 
of the fingering used. 
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If you neglect to follow this rule, or fail to 
pay sufficient attention to it, you may be sure 
that your carelessness is certain to spoil a 
“singing”’ phrase as well as a brilliant passage. 
Even though your intonation be good, and your 
tone agreeable, the effect of an inept change of 
position is always disastrous. 

The thumb, however, plays no very impor- 
tant part in the shift or passage from one posi- 
tion to another. Attention should be paid, 
nevertheless, to the following details: the thumb 
should not cling tightly to the neck of the in- 
strument in the first position; and it should 
not clutch hold of the finger-board—which so 
often happens in the case of beginners. Let 
the thumb rest lightly against the neck of the 
instrument and follow after the first finger in 
moving into the various positions, thus aiding 
the hand to ascend and descend, without cling- 
ing or sticking, unless it be in passing into the 
higher positions, the fifth, sixth, seventh, etc. 
In such cases the thumb must be held in the 
middle, toward the end of the neck near the ribs, 
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aiding the hand in its descent by withdrawing 
little by little. 

Altogether too much is made of the thumb’s 
importance, it seems to me. So often pupils 
coming to me from abroad ask me how to 
handle the thumb. I always tell them not to 
think about it too much, and give them the 
rules I have just laid down. I always point 
out that the first duty of the thumb is to hold 
the violin in the hollow between the thumb and 
first finger, so that the instrument will not 
drop out of the player’s hand. This, in my 
opinion, is its primary function, and after that 
come the other functions I have already de- 
scribed. 


THE PRESSURE: OF THE FINGERS ON THE 
STRINGS 


The question of finger-pressure is one of 
those widely discussed matters regarding which 
diametrically opposing opinions exist. The 
masters of the past century issued no edicts on 
the subject, leaving its decision partly to the 
individual teacher, and partly to the student’s 
own instinct. ‘The teacher was supposed to 
decide from observation of his pupil’s fingers 
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and hand, what degree of pressure was desir- 
able in a particular case, and to advise the use 
of a stronger or weaker finger-pressure on the 
strings, in proportion to the student’s actual 
physical strength. The teacher was also sup- 
posed to take into consideration the shape of the 
pupil’s hand, and the pupil’s own instinct 
would lead him to observe the difference in his 
tone production, which resulted from a more 
or less powerful finger-pressure. 

And the older masters were right in not mak- 
ing any hard and fixed rules regarding the mat- 
ter, for such rulings have always to be changed 
in the case of each individual player. ‘There 
are fingers built like steel which, falling on the 
strings, exert, without the least effort a pres- 
sure sufficiently strong to call forth the vibra- 
tion necessary when the bow attacks them. 
Other fingers, less favored by fortune, have to 
press down more strongly to secure the same 
effect. 

Since no two players have the same charac- 
- teristics—and this holds good for their hands 
and fingers as well—it is obviously unwise to 
try to lay down rules governing the point at 
issue. 
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There are those who in specific monographs 
have advised “relaxation” of the hand on every 
occasion! Well, I myself believe in relaxation, 
when the word denotes general repose when 
working, or is employed as a synonym for a 
certain elasticity of the bow-arm, freedom of 
the wrist, and light pressure of the fingers on 
the stick. But, if we are speaking of “‘relaxa- 
tion” of the left hand, that is to say, of the fin- 
gers of the left hand, then I am of the contrary 
opinion. 

In fact, I believe so strongly that this is a 
false conception, that I feel I must insist that 
the pressure of the fingers must conform in ex- 
act measure to their physical strength. I will 
even go so far as to say that the more one tries 
to diminish the body of tone, in a piano and 
pianissimo, for instance, the more one should 
increase the finger pressure, especially in the 
positions where the strings are raised higher 
above the fingerboard, and in the acute notes 
on the E-string rising from: 
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The greater the finger pressure you exert in 
this region of the fingerboard, the more rapidly 
these notes will vibrate beneath a slight pres- 
sure of the bow. On the other hand, the more 
you force the tone of these high, shrill notes, 
the more unpleasantly they affect the ear, since 
you cut the limited vibration by leaving too 
short a space between finger and bridge. 


ScALES AND OTHER E:XXERCISES 


There is just one and only one efficacious 
means of acquiring the technique indispensable 
to the left hand, that will supply the necessary 
independence, strength and agility, the training 
which the fingers must have. ‘This means con- 
sists of the scales and special exercises, and all 
who desire to attain to any degree of perfection 
in violin-playing must undergo this discipline 
in order to reach their goal. Some may devote 
more and others less time to it, depending on 
physical and psychic conditions, but every one 
must get his training sooner or later this way. 

To attain even a limited degree of perfection 
—and perfection in art is limitless—the hand 
of a violinist must not only be physically 
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adapted to the purpose, but its owner must be 
ambitious and patient, and capable of working 
hard and continuously. It is a long and ardu- 
ous road, and even more arid and discouraging 
for such violinists-to-be as have not laid the 
foundation of their art at an age when most 
children are playing about with their comrades 
in the streets and on the greens of the public 
parks. Geniuses or great talents rarely have 
an opportunity to enjoy the pleasures of child- 
hood when they are children! 

In the case of the violinist, the sooner seri- 
ous study begins the better. It is in early 
youth, from the age of six or seven on, while 
the muscles still have a certain softness and, at 
the same time, a certain elasticity, that they 
may best be shaped and trained for the great 
task they are set to accomplish—the develop- 
ment of a perfect technique. And even in 
these earliest years, the child must be guided in 
his work by a conscientious and experienced 
teacher. It is a great mistake to believe that 
any chance teacher will answer for the task, 
and that the cheapest violin is just about good 
enough for a beginning student. One must 
not forget that even the most gifted child will 
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feel repulsion and discouragement if he has to 
listen to the harsh, disagreeable tone of a cheap _ 
violin, particularly during his first lessons when, 
utterly unskilled in holding the bow, and igno- 
rant of how to adjust it to the strings, he draws 
it this way and that, failing to hold it in verti- 
cal line with the bridge. 

The history of music and the te of 
the great violinists indicate that the majority 
of them began their studies at an age varying 
from five to seven years. I know personally 
that Joachim, Wieniawski, Sarasate, Wil- 
helmj, and more recently Elman, Zimbalist, 
Heifetz, Toscha Seidel, Kathleen Parlow, 
Eddy Brown, Mischel Piastro, Max Rosen 
and other artists now playing in public, began 
their violin practise at this age—when other 
children of equal years are still playing with 
their toys. 

I stress this whole matter of the sacrifices 
which the beginner must make for his art’s 
sake in connection with the study of scales and 
special exercises, because this indispensable and 
not too attractive means to perfection is one to 
which the student must of necessity devote him- 
self in the earliest stages of his work. What, 
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then, is the first step in learning to play a 
scale? First play the scale in the compass of 
one octave only, paying the greatest attention 
to your intonation. If your teacher is really 
conscientious, he will not pass over a single 
false note, and you will thus become accus- 
tomed from the very start to watch yourself 
while you are working with him. 

The best “natural good ear” may become cor- 
rupted by negligence, and faulty intonation in 
the case of the half-steps—a very prevalent 
vice—is a menace against which you must espe- 
cially be on your guard. If the half-steps are 
not sufficiently near each other, their intona- 
tion will always be dubious. Neglect of the 
half-tone progressions is at the very root of 
poor intonation—which does not mean, of 
course, the correct intonation of the whole tones 
is not to be just as carefully cultivated. For 
distances between the intervals, already very 
slight in the first four positions, become impos- 
sible of measurement—even with the aid of a 
magnifying glass—in the positions above the 
fourth. Therefore try to secure from the very 
beginning the most perfect intonation of whole 
tone and half-tone progressions, 
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After having gone over several scales in the 
major and minor keys in the compass of one 
octave, you may then take up a scale and play 
it through two octaves, always slowly, and 
using first the detached stroke and then the 
legato stroke; first playing four notes to each 
bow, then eight and, later, as many notes as 
you can execute evenly and with a fine, sonor- 
ous tone. 

The teacher will do well to vary these scale 
exercises with short pieces of an easy, singable 
character, accompanied by a second violin or 
by the piano. This will increase the student’s 
enthusiasm for his instrument and his studies, 
and will at the same time develop his ear, his 
good taste and his musical sensibility. 

There is a considerable range of teaching ma- 
terial which may properly be used. One may 
begin with the scales as arranged by Ernest 
Lent. Scales and Chord Studies for Violin, 
a compilation by William F. Happich, contain 
valuable theoretical and historical indications 
regarding the music of the ancients. 
Schradieck’s Scales, and the first book of 
his School of Technique for violin, contain ex- 
ercises for the development of the left hand. 
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CHROMATIC SCALES 


The practise of chromatic scales is too gener- 
ally neglected by violin students, in spite of the 
fact that these scales are very often encountered 
later in concert pieces. It is of real impor- 
tance that chromatic scales be played with skill 
and precision and, especially, that the student 
know thoroughly well how to form them, so that 
each note stands out clearly, lest the whole series 
be mistaken for some variety of caterwauling. 
This point cannot be stressed too much. 

The basis of the chromatic scales is the half- 
tone movement which, whether the progres- 
sion be upward or downward, should be car- 
ried out rapidly—not rapidly in the musical 
sense of the word, as.a tempo, but rapidly in 
the sense of physical motion. This quickness 
of physical movement on-the part of the fin- 
gers should be developed without reference to 
the musical tempi, which may be taken as 
slowly as desired. ‘This is the very first rule 
in studying chromatic scales. 

The second rule is that, when changing from 
one string to another in the descending scale, 
all four fingers drop into place at once and 
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the same time. As a result of this, sliding for 
more than a half-tone becomes a practical im- 
possibility ; the scale is produced in a clear and 
even manner and, above all, the caterwauling 
effect already alluded to is obviated. 

The chromatic scales should also be practised 
in the various positions. These scales pro- 
duce a very pleasing effect when enunciated 
with the same clarity as on the piano, and are 
exceedingly attractive and effective when they 
occur, for instance, as they do in the Spohr 
Concertos. Aside from their musical value, 
they supply an excellent exercise for strength- 
ening the fingers and increasing their powers 
of resistance. 

A wealth of material for the study of the 
chromatic scales will be found in the Scale 
and Chord Studies for Violin by William F. 
Happich, recommended above. The same 
book contains also arpeggio exercises in all the 
major and minor keys, the use of which I ear- 
nestly advise as a means of extending and for- 
tifying the student’s technique. Nor should 
the young violinist forget to practise the ar- 
peggio on the chord of the seventh, and that 
on the chord of the ninth in the same volume, 
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since both are excellent for perfecting intona- 
tion. 


FINGERING 


Fingering is primarily an individual matter; 
the conformation of the hand, the structure and 
the strength of the fingers determine whether 
one or another fingering is easier or more dif- 
ficult for a particular student. A fingering 
which may be easy for one hand, may be quite 
inconvenient for another. For this reason 
those who revise and edit instructive violin 
works ought always to ask themselves whether 
their hands are of normal size—neither unduly 
large nor very small—and then plan and in- 
dictate their fingerings from the point of view 
of what the normally shaped hand can most 
successfully accomplish. As to abnormal 
hands, they will always find a way of adapt- 
ing themselves to the fingerings which they 
alone can use. 

In general the student will be wise to allow 
himself to be guided, principally, by ‘‘rhythmic 
fingering,” that is, to effect changes of position 
as indicated by means of rhythmic instinct. 
For instance: 
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Students and young artists will do well to 
guard against the antirhythmic fingerings 
shown in the preceding examples, through 
whose use the meaning and character of a mu- 
sical phrase may easily be destroyed. 


The ability a beginning student displays, the 
progress he makes, and in a still greater de- 
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gree the teacher’s own common sense, should 
dictate his gradual rate of progress, and pre- 
vent a haphazard advance by leaps and bounds. 
Often pieces far too difficult for the student’s 
skill are assigned to him by an unwise teacher 
—pieces which he is not yet prepared to mas- 
ter. ‘This marks the beginning of so many of 
the bad habits acquired during practise. For 
in an effort to overcome difficulties beyond his 
power to vanquish the student now begins to 
play too fast. He is no longer capable of de- 
voting proper attention to the correctness of 
his intonation, the quality of his tone, clearness 
in his passage-work, and thus he lays the foun- 
dation for a mode of playing void of ordez and 
balance, and a faulty technique. 

True, there are those rare cases in which the 
pupil, by reason of great talent and unusual 
physical advantages, will, if his musical intelli- 
gence is on a par with his other qualities, rise 
far above the general level of student accom- 
plishment. One is tempted then to put him to 
a decisive test. By way of experiment it is a 
good idea to set him a task well beyond his 
power, which will serve as a norm of measure- 
ment for determining his talent, and will show 
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pretty clearly what he can do. If the experi- 
ment succeeds—that is to say, if after a certain 
length of time he has been able in satisfactory 
fashion to overcome the difficulties involved— 
he will have proven himself to be of the timbre 
of which virtuosi are made, and in thus devel- 
oping his capacities he will have given an 
earnest of future success. 

I myself tried an experiment of this sort for 
the first time in the case of Mischa Elman, then 
a boy of twelve or thirteen, and a pupil in my 
class in the Petrograd Conservatory. He had 
been chosen to play the first movement of the 
Tschaikovsky Concerto at a public examina- 
tion. I was very well aware of the fact that 
the task would be a hard test for the child, yet 
I tried the experiment in order to see what he 
could make of it. At one of the rehearsals, 
some ten days before the examination, he could 
not manage to play a passage in thirds, in the 
cadenza. After having made him repeat the 
passage a number of times in succession, I told 
him he could not play the Tschaikovsky, and 
that he might as well prepare another piece. 
Whereupon, with eyes filled with tears, and in 
a voice full of determination, he assured me that 
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at the examination the passage would go well, 
that he should be able then to play it in a man- 
ner that would satisfy me. I told him that I 
doubted it, in view of the short space of time 
left him for practise before the examination. 
But I did not want to discourage him; I wished 
to give him a chance. So I instructed him to 
get another piece ready for the rehearsal—one 
which he had mastered during the course of the 
year—but at the same time to perfect the Con- 
certo. ‘Then at the dress rehearsal, he could 
play both numbers for me, and the question as 
to which of them he should play at the examina- 
tion could be definitely settled. At the dress 
rehearsal he began with the Tschaikovsky— 
and there was no need of his playing the other 
piece, for the passage in thirds went perfectly. 

In this case, thanks to the boy’s extraor- 
dinary talent and energy, the experiment was 
a success. After that I knew all thai might be 
expected of him, and the future proved that I 
was right. 

Seven or eight years later, a case of the same 
sort presented itself—this time it was Toscha 
Seidel. He was then about as old as Elman 
had been at the time of the examination per- 
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formances in Petrograd. Seidel was to pre- 
pare the Concerto No. 9 (D minor) by Spohr, 
in which the principal theme in the third move- 
ment is based on a succession of thirds, a pas- 
sage which at that time was too much for the 
young student. The boy himself, as well as 
my assistant who aided him in preparing his 
lessons, opened their eyes wide when I assigned 
the work tohim. They were not sure that they 
had understood me rightly. Yet, when two 
weeks had passed, Toscha Seidel came back to 
my class at the Conservatory, and played the 
third movement of the Spohr Concerto for me 
with absolute accuracy so far as intonation was 
concerned, and even with a certain abandon. 

With Seidel as with Elman, the experiment 
which I had made had been entirely successful, 
and thereafter I knew just how to guide the 
boy until he made his début. But these cases 
are, of course, very much out of the ordinary, 
and cannot be regarded as examples to be gen- 
erally followed. And even in the event of suc- 
cess In an experiment of this kind, one must 
content oneself with following the straight 
road, and advancing by degrees instead of by 
leaps and bounds. 
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My principle in general has been and still is 
to demand a great deal from my pupils, so that 
I can observe them, and come to a conclusion 
about them according to the manner in which 
they respond—or fail to respond—to my de- 
mands; and I have very often observed that 
spurring on the ambition of a student, making 
a certain achievement a point of honor, has pro~ 
duced excellent results. 
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CuaptTer VIL 
DOUBLE-STOPS—THE TRILL 


I 
SCALES IN THIRDS 


To strengthen the fingers, and at the same 
time render them more supple, the student 
should pass on now to the scales in double- 
stops, but without neglecting the scales in sin- 
gle notes which we have already considered. 

As soon as a certain degree of skill in play- . 
ing these last has been acquired, as well as facil- 
ity in changing from one position to another, 
the student may begin with thirds, taking them 
up first in the keys of C, G, D, A, and E major, 
very slowly. 





These should be practised as indicated in the 
above example, both ascending and descending. 


By practising his scale in thirds in this way 
107 
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the student will be able to pay close attention to 
his intonation. Once accustomed to the double 
stops, he may extend the exercise and play it 
as follows: 





Then he may take the same scale on the strings 
D and A, playing it in G major; and also on 
the strings A and K, playing it in D major, 
always using the same fingering, and always 
paying close attention to the intonation and 
the change of positions. 

Just as with the single-note scales, so in 
playing the scales in thirds the shift from one 
position to another should be effected in an in- 
audible manner—never accomplished by that 
slow gliding of the fingers which makes the con- 
nection disagreeably evident to the experienced 
ear. ‘There is but one way to avoid this, and 
that is by keeping the second and fourth fin- 
gers in place and pressing the first and third 
fingers as close as possible against the other 
two, and moving rapidly over into the third 
position, 
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When descending, the first and third fingers 
should remain in place, while the second and 
fourth approach as near as possible to them so 
that, when moving back swiftly into the first 


position, they fall quickly into place at the mo- 
ment the first and third fingers are raised. 


SS = 


II 
SCALES IN FourtTuHsS 


I have often wondered why the compilers of 
treatises and “methods” on the art of violin 
playing, and those who edit collections contain- 
ing every variety of scale, have omitted any 
mention of the scale in fourths? 

Yet this scale in perfect fourths has impor- 
tance for violinists from a technical point of 
view at least, and we meet it occasionally in 
chamber-music, orchestra-music and also in 
violin solos. Though a scale in perfect fourths 
is usually not encountered in its extended form 
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(it is only on the seventh degree that the fourth 
changes from a perfect to an augmented one) 
it nevertheless has a real existence and a proper 
claim to every violinist’s attention. Why then 
has it been ignored? Is it because a succession 
of fourths does not fall suavely upon the ear? 
Is it because the laws of harmony forbid? The 
answer to this question has hitherto eluded me, 
nor have I ever seen it raised in any collec- 
tion of scale exercises. Nevertheless, the scale 
in fourths is exceedingly useful as an exercise 
for intonation. 





The preceding exercise should be practised as 
written and in descending fourths as well, in 
various keys and also in the minor tonalities. 
The student will unquestionably find it con- 
siderably more difficult to play a scale in 
fourths in perfect intonation than he would to 
play scales in thirds, sixths, ete. On the other 
hand, if he applies himself to the task he will 
find it very much easier later on, to learn to 
play flageolets (artificial harmonics), most of 
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which are based on this same interval of the 
fourth, with a pure and perfect intonation. 

I have observed that a great many students 
—even those who are well advanced from the 
technical point of view—find it difficult to play 
harmonics, without at all suspecting the real 
reason for their trouble. They retune their 
violins with the greatest care, put rosin on their 
bows, and yet their harmonics persistently fail 
to ring true. Then, at a loss to understand 
the source of their difficulties they lose patience 
and pass on—and on the next occasion, they 
achieve the same unsatisfactory results. 

In such cases I always advise the student to 
practise the scales in fourths, methodically, in- 
sisting that he pay attention to the position of 
the fourth finger. In addition it is absolutely 
necessary that the bow lie well on the strings 
without, however, forcing the tone. This 
course of procedure always solves this vexing 
practical problem—and I leave to future com- 
pilers of collections of violin-scales the task of 
answering the questions I have raised with 
regard to their negligence in the use of the scale 
in fourths. 
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II 
SCALE IN SIXTHs 


In both progressions of the scale in sixths, 
ascending and descending, I have my pupils 
keep one finger in its place—so far as it is 
possible. For when this finger is otherwise 
employed, so that both are raised at the same 
time, there is a vacuum, the vibration of one 
of the open strings is heard, and it becomes 
impossible to play a passage in sixths legato. 
But which finger is to be kept in place, in order 
to establish this essential connection on the 
gamut of the scale, is a point which each player 
can best decide for himself. If the student 
relies for guidance upon the various scale-fin- 
gerings given in books of scales, let him choose 
from among them the one best adapted to his 
individual needs. The young violinist will find 
in Scale Studies in Double Stops, by Alex- 
ander Bloch, and in H. Schradieck’s School 
of Technique, Book II, valuable collections of 
material. 
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IV 
SIMPLE OctTaves (1-4 FINGErs) 


The majority of students of the violin find 
that the playing of octaves (1—4 fingers) with 
the proper purity of intonation presents great 
difficulty. Yet this interval is one which re- 
curs in every kind of music, and hence forms 
an integral part of violin technique. Some- 
times it is the first finger which goes astray; in 
fact, it is usually the first finger which fails to 
perform its duty. Occasionally it is the fourth 
finger which makes a haphazard progress, or 
both fingers may hesitate, until the student, un- 
certain whether to advance or retreat, wavers, 
finishes his passage with a seventh or ninth, and 
is thankful if he does not find himself between 
these two intervals. 

In order to conquer the difficulties in the way 
of the satisfactory playing of octaves I recom- 
mend that the student concentrate his atten- 
tion exclusively upon the first finger, and give 
himself no special concern about the fourth. 
As a rule he tends to take exactly the opposite 
course, and in consequence the intonation is 
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always dubious. I have my pupils practise 
octaves in such a way that though both fingers 
(first and fourth) are in place, the bow touches 
only the lower string (first finger), yet the 
fourth finger moving silently, in every sense of 
the word, exactly duplicates the action of the 
first. 

In this manner the pupil’s whole attention is 
concentrated on his first finger, and this is as 
it should be; for the first finger should serve 
to guide the fourth, and thus led, the latter finds 
the way without overmuch trouble. 

It goes without saying that the movement 
of the two fingers should be carried out rapidly 
(even in a slow tempo), in order to avoid the 
horrible caterwaul of the glissando from one 
note to the other. In general, when it is a 
question of changing positions, the shift should 
sound, in the case either of single or double 
stops, exactly as though it had been made on 
the piano keyboard, as such a series would be 
played by a perfected artist. 
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ne 
FINGERED OCTAVES 


Fingered octaves are, so far as I am able to 
discover, a product of the last quarter of the 
past century. There is a bare possibility, of 
course, that they were taught or used before 
that time, but so far as I am concerned, I never, 
or at least only very vaguely ever heard them 
mentioned during my youth, and none of my 
teachers—neither Hellmesberger, Jacques 
Dont, nor Joachim (then in Hanover—during 
the reign of the blind King George, 1863— 
1865) —ever made me practise “fingered oc- 
taves.” 

It was not until later—when Wilhelm] 
played Paganini’s D major Concerto, in which 
he introduced a scale of double “fingered” oc- 
taves in a cadenza of his own composing—that 
I heard them for the first time. Because of 
their novelty, and on account of the perfection 
and boldness with which Wilhelm) executed 
them those double “fingered” octaves produced 
a great effect. But to play them as he played 
them one would need his giant hand and his 
long, slender fingers. 





But in the violin literature of the period 
there is no trace of double “fingered” octaves. 
Neither Paganini, Vieuxtemps nor Ernst (ex- 
cepting his transcription of Schubert’s EHrl- 
King), Wieniawski, nor Bazzini employed 
them in their works, which represent the flower 
of the virtuoso compositions of the time. 


VI 
TENTHS 


In order to practise tenths successfully one 
need only follow the rules laid down for the 
first and fourth fingers in playing octaves. 
Short fingers will find the first position some- 
what difficult because of the great stretch be- 
tween the two fingers; yet if the left. arm be 
well advanced toward the E-string, this dif- 
ficulty may, nevertheless, be surmounted. 
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VII 
THE TRILL 


I have no hesitation in saying that a perfect 
trill is one of the virtuoso’s most striking ac- 
complishments. We have long trills and short 
trills, but whether they be long or short, this 
is essential—proper conformation of the hand 
and muscular strength doubled by an agility 
which endows the fingers with a degree of rap- 
idity and endurance in movement approaching 
in effect that possessed by an electric bell. 

There are some fingers which, blessed by a 
happy natural gift, experience not the slight- 
est difficulty in carrying out a prolonged trill 
with perfect equality of movement. But there 
are other less fortunate fingers, which, in spite 
of long and assiduous practise, never gain more 
than a mediocre mastery of the trill. Thus 
Wilhelm], a great violinist, and one who shone 
by reason of his physical strength, had neither 
a good trill nor a good staccato. But to make 
up for it, he could draw from his Stradivarius 
the biggest and most powerful of tones, as I 
well remember, for I heard him in Russia, be- 
tween forty and forty-five years ago. 
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But Wieniawski and Sarasate, on the other 
hand, had a very precipitate and very even trill 
of great length, which formed a brilliant factor 
in their technical equipment. Joachim shone 
principally in short, precipitate trills. Hence 
he played the Allegro of the Tartini sona- 
ta, known as “The Devil’s Trill’—based on 
a short trill of this type, with inimitable 
mastery. 

In order to secure a fine trill—either pro- 
longed or short—the fingers must first of all 
be strengthened by gymnastic exercises, sys- 
tematically carried out day by day. Practise 
material to develop this accomplishment is 
readily available in the collections of double- 
stop exercises already recommended, and to 
these may be added special exercises to 
strengthen the individual fingers. Naturally, 
to derive full benefit from this work special at- 
tention must be devoted to those fingers which 
the student himself knows are weak—and this 
weakness of particular fingers is individual in 
every case. Whether it be your third and 
fourth fingers that are weak, or the first and 
second—or all of them—each of the weak fin- 
gers in question must be strengthened and 
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trained separately, one after the other, while 
placing the three unoccupied fingers on differ- 
ent strings. (See Alexander Bloch’s Finger- 
Strengthening Ewercises and Schradieck’s 
Books I and II of School of Technique.) 

Raise the finger with a slow and even move- 
ment, then let it fall and strike the string— 
this without letting the hand take any part in 
the proceeding. Always remember in exer- 
cises for strengthening weak fingers that the 
fingers only should strike the string, and not 
the hand. Do not expect to overcome your 
difficulties all at once, and do not let want of 
success at the beginning discourage you. It 
is a matter of months, sometimes of years, of 
effort before certain muscular weaknesses can 
be overcome, yet, thanks to systematic hard 
work, you can eventually obtain if not a bril- 
liant trill, at any rate a lovely and sonorous 
one. 

For short and rapid trills in passages, the fol- 
lowing exercise: 





or else: 
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may be used. | 

For passages demanding a still more rapid 
movement, in place of a trill on two bowings 
(Ex. I), you may use a trill on a single bowing 
as follows: 





I always make a point of teaching my pupils, 
however, that the melodic design should not be 
sacrificed for the sake of the trill which, after 
all, is only an ornament. In order to avoid 
this offence against musical taste, it is neces- 
sary always to complete the trill by returning 
to the note on which the trill began (consult the 
preceding examples), and to this end the violin- 
ist must observe the accent, which indicates the 
note to which one should return. This also 
holds good, at all times, with regard to the 


longer variety of trill. 
ty. tr 





Douwble-Stops—The Trill 121 


VIII 
THREE AND Four-NotTEe CuHorpbs 


In playing chords the attack is the danger- 
point. The majority of young violinists be- 
lieve that if they press the bow heavily against 
the strings, and bear down upon them with the 
arm, they will obtain a chord that is full and 
resonant. Exactly the opposite is the result, 
however. The bow-hairs, as a consequence of 
this pressure, suffocate and kill the vibration, 
and instead of a tone strong but pure, a species 
of scraping tone is given out, which, though 
greater in volume, is identical in quality with 
that produced when one attacks with a down- 
bow and unexpectedly makes the stroke with 
the entire breadth of the bow-hairs instead of 
only three-quarters of the bow-hair surface. 
Only an elastic wrist, and above all a tendency 
to remain midway between bridge and finger- 
board, approaching the bridge rather than 
drawing away from it, will prevent the hand, 
when playing a chord, from falling back on the 
fingerboard and thereby producing a whistling, 
disagreeable tone. To sum up: (1) attack the 
chords from the wrist, using no more than 
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three-quarters of the bow-hair surface; (2) 
press down lightly and try to keep the bow 
midway between bridge and fingerboard; (3) 
always attack two notes at a time, as follows: 


( ete: ) ad (ond not:) es 


So : (amal ro by 












Ornaments—Pizzicato 








CuartTer VIII 


ORNAMENTS—PIZZICATO 


The Italian mordente and grupetto—known 
in English as the “turn” and “grace-notes”— 
were the widely prevalent and freely used or- 
naments of the violin compositions of centuries 
past. They were mainly employed in airs, in 
slow movements whose expressive playing de- 
pended on the good taste and musical feeling 
of the artist. It is true that the use of orna- 
mentation was overdone, yet this whole ques- 
tion of embellishment is an obscure one, and we 
have still to develop an authoritative body ‘of 
rules which may serve as a guide to teacher and 
pupil. Now as in days gone by, the use of or- 
nament in violin playing is taught in accor- 
dance with the individual teacher’s point of 
view, and embellishments are played as the in- 
dividual player’s artistic good sense may dic- 
tate. 


Even in his day, however, Leopold Mozart, 
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the father of Wolfgang Amadeus, complained 
in his Griindliche Violinschule, that the solo 
violinists abused ornamentation to an extent 
which threatens the total extinction of the prin- 
cipal thing, the melody itself. Nevertheless, in 
the Concertos of Viotti and Paganini, we ob- 
serve a gap, so far as ornamentation is con- 
cerned—one later filled in with elaborations 
and ornaments added by David, Wilhelm), 
Kreisler, etc. Rode, Kreutzer and Spohr, 
however, carefully indicated the ornamenta- 
tion in their works as they wished to have it 
performed and, strange to say, Johann Sebas- 
tian Bach and Mozart all with meticulous care, 
embellished those portions and sections of their 
works which seemed to demand ornaments 
—to say nothing of Beethoven, the beauty and 
richness of whose ornamental nwance is incom- 
parable. Asa matter of fact, it is unnecessary 
for the player to change or add anything by 
way of ornament to the works of these great 
masters. 

There are several varieties of ornament in 
violin-music. The appoggiatura or “grace- 
note,” as may be seen in the following ex- 
ample: 





In spite of the small notes the rhythm is not 
and should not be disturbed. These grace- 
notes, as notes, do not count in the rhythm, and 
in playing them the violinist should be guided 
entirely by his rhythmic sensibility. All or- 
naments of the kind, in fact, are subject to this 
law. The note with the cross-bar (a), is 
played quite short, while the unbarred note 
(b), borrows half its value from the note pre- 
ceding, but in such fashion that the rhythm re- 
mains unchanged save, of course, for the 
change in time-value of the note from which it 
borrows. 

Then we have the mordente or “turn,” of 
three notes: 





in which the accent invariably falls on the long 
note. [hese mordents or “turns” however, 
are often marked with the sign: Aw; as for 
instance, in the following example: 
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The principal rule to be observed by the 
player in slow movements and in cantabile sec- 
tions is to avoid playing the turn too precipi- 
tately, and, above all, to make its rendition 
conform to the character of the musical phrase. 


Pizzicato 


The pizzicato, or “pinching” of the strings, 
that is to say plucking them with the fingers, is 
a valuable violin effect, and is produced in two 
ways, by the right and by the left hand. 

The right-hand pizzicato is produced by the 
first finger of the right hand, the thumb sup- 
porting itself on the corner of the finger-board, 
and the first finger plucking or “pinching” the 
string with the flesh of the finger-tip and not 
with the nail. The string should not be jarred 
while pinching it, since this develops a disa- 
greeable quality of sound. Let the string 
sound out fully and freely by attacking it in 
the direction of the G to the E-string, without 
effort, yet with the whole breadth of the finger- 
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tip, and only with its fleshy cushion. If this 
be done the resulting tone will have the quality 
of tone given forth by a harp-string when 
plucked by the finger of an experienced artist. 

When properly produced the pizzicato is 
decidedly effective in orchestra music, chamber- 
music and solo compositions: for instance, in 
Beethoven’s Grand Trio in B major, in the 
first movement; and the the first movement of 
his String Quartet in E flat major, Op. 76. 
I mention these two works as examples in order 
to show how necessary a fine, sonorous pizzi- 
cato may be in the proper development of 
musical effect in an integral portion of a fine 
and serious work. 

Distinct from the right-hand pizzicato is the 
precipitate pizztcato, which is produced by the 
fingers of the left hand. Rapid pizzicato pas- 
sages are met with in Paganini’s works as well 
as in the compositions of authors more recent, 
such as Ernst and Bazzini. When pinching 
the strings with the left hand, draw back the 
arm to the left, into a position which is the 
exact reverse of the usual position of the 
arm. Beyond all question, in order to be able 
to produce the pizzicato under consideration 
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in a satisfactory way,—and this holds good 
of every branch of violin technique—nature 
should have properly equipped one for the task. 
Thus, in this connection, the quality of the 
skin covering the finger-tips plays an important 
part in the production of the pizzicato in ques- 
tion. If the player’s skin be delicate and soft, 
the pizzicato will not sound out, while if the 
cushions of the finger-tips are covered with a 
skin which is tougher and more resistant in 
texture, the pizzicati will ring out clearly and 
sonorously. 

Let no student imagine that by forcing the 
pinching he will be able to draw a greater vol- 
ume of sound from the string. He will merely 
be wasting his time in the effort. The only re- 
sult will be a disagreeable, strident, grinding 
tone, and in addition, the skin of the finger will 
become irritated to such a degree that blisters 
may develop and prevent playing for several 
days. 
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CHAPTER IX 


HARMONICS 


I 
NATURAL HARMONICS 


Natural harmonics—obtained from the open 
strings—are present to the number of four on 
each separate string of the violin. On the 
G-string, for instance, we have: 


i 2 : : 

a 3 | 
and, similarly, these harmonics occur on the 
D-, A- and E-string. The fingers indicated 
in the example or others may be used in the 
different positions wherever they prove capa- 


ble of producing the same natural harmonic 
note. 


ARTIFICIAL HARMONICS 


_ The artificial harmonics are more difficult to 


play than the natural ones, and practise in 
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detail is necessary to play them and produce 
the true harmonic effect. In order to master 
them, there is one indispensable rule: they must 
be practised slowly, and great care must be 
taken that the fourth finger, which produces 
the harmonic (the first finger remaining firmly 
in place) scarcely brushes the string in the 
perfect fourth, and that it be in exactly the 
proper place. The slightest deviation as re- 
gards intonation will result in a failure to 
sound the harmonic. When this occurs the 
usual procedure is to blame the weather if it 
is raining, the humidity if the sun is shining, 
or—if nothing else presents itself as a suitable 
excuse—the temperature of the room in which 
one chances to be playing. Or the hair, the 
rosin or the strings are accused of being at 
fault! Whereas most frequently the failure 
results from the fourth finger—or both the 
fourth and first fingers—not being in the right 
place. 

The consequences of this error are even more 
disastrous when a succession of harmonics in a 
slower or more rapid movement is involved. 
To avoid these difficulties, the student will do 
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well first of all to practise the perfect fourth 
backward, so that his fingers will accustom 
themselves to a perfect intonation. For in- 
stance; as in the following exercise: 





carrying it through the entire scale as far as 
as 


and back again, ascending and descending the 
scales in various keys. And to make doubly 
sure it is best to drill the fourth finger until it 
falls into place mechanically on the perfect 
fourth in any and every key, since artificial 
harmonics are played in all tonalities. 

As to the bow, the attack must be made in 
a delicate manner, without forcing, and without 
throwing the stick on the string. A most im- 
portant point to remember in this connection 
is that the fingers should be in position before 
the bow-stroke is made. See that the hand 
is at liberty to advance by degrees without 
any hindrance on the part of the bow, and 
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then attack with the bow when the hand is in 
the desired position. 

I will admit that this is complicated training, 
but the student who wishes to become a real 
virtuoso must resign himself to undertakng— 
and mastering—it in order to attain his goal. 


DousLE HARMONICS 


Long fingers and a large hand are the first 
essentials to the playing of double harmonics, 
on account of the wide distances between the 
various intervals, and the different strings 
which must be spanned. Besides this, perfect 
hearing, augmented by an instinct for absolute 
pitch, and a certain skill in the combination 
of intervals in each individual case are neces- 
sary. 

There are three different groups of artificial 
harmonics: (1) those formed on the major 
third; (2) those formed on the perfect fourth 
(already mentioned) ; (3) those formed on the 
perfect fifth. These three intervals, com- 
bined with natural harmonics, supply the 
double harmonics. The following example 
shows a simple artificial harmonic: 
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There is but little special material available 
for the methodical study of double harmonics,’ 
the principal reason being, of course, because 
they are so rarely used. Besides, they require 
a hand and fingers naturally adapted to pro- 
duce them, and they also presuppose seasoned 
nerves, able to endure the torture of notes fre- 
quently missed during practise. Yet even 
with all the natural aptitude and favorable 
physical prerequisites imaginable, there always 
remains a certain amount of risk in playing 
double harmonics in public. At times, when 
atmospheric conditions raise or lower the dia- 
pason, the strings will not stay in tune. In 
that event it is humanly impossible to make 
double harmonics sound, and no matter how 


1 There is a special treatise on harmonics included in Richard 
Hofmann’s cole de Violon (the third or fourth part) and pub- 
lished by Zimmermann in Leipsic, which I knew in Europe. 
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skilful the performer may be, one or another 
will miss fire, to the great astonishment of those 
of the audience who have no knowledge of the 
real cause of the catastrophe. 


Nuance—The Soul of 


Interpretation. Phrasing 








CHAPTER X 
NUANCE—THE SOUL OF INTERPRETATION 


PHRASING 


The average young violin student does not 
take to heart as he should the great importance 
of shading, of nwance, in music. He is in- 
clined to believe that if he plays. correctly, 
rhythmically, and, perhaps with temperament, 
he is doing all a player can be asked to do. 
Nevertheless, he can never hope to be a genu- 
inely accomplished violinist if he neglects that 
important phase of music which involves 
musical sensibility, a proper understanding of 
the composition to be played, and that great 
wealth of nuance of which the violin is pe- 
culiarly capable. A genius of Beethoven’s 
caliber excels in teaching us how to shade, how 
to develop nuance. Study his quartets, his 
trios, his violin sonatas—not to forget his sym- 


phonies!—and you will find them replete with 
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the greatest imaginable abundance of nuances. 
In addition to his great genius and power he 
insisted on bringing to his music all this varied 
and colorful wealth of shading. He did more: 
he was at particular pains to indicate these 
shadings by means of countless signs, in order 
to lend his compositions even more color and 
greater animation than they would otherwise 
possess. For Beethoven knew very well that 
tonal monotony may easily impair the effect 
of any work—and I know of no other com- 
poser who has made such subtle use of nuance 
in general as he. 

But the young student preoccupied with 
the technical possibilities of his instrument, is 
all too likely to forget this side of his art, 
which he should really regard from the first 


as an essential part of his technical develop- 7 


ment, and the sole means of raising his ex- 


ecution to an artistic level. The average — 


student pays no attention to the difference be- 
tween a piano and a pianissimo, to making 
sharp distinctions between fortes, fortissimos 
and mezzo-fortes, and above all he ignores the 


value of the crescendo and diminuendo, pre- _ 


ceded by a poco a poco. As arule he proceeds _ 
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under the impression that crescendo means 
“louder,” and that diminuendo stands for 
“softer,” whereas these shadings should be 
carried out by degrees leading up to the 
fortissimo or down to the pianissimo, as the 
case may be, and sometimes developed, in one 
direction or the other, for a number of meas- 
ures. Or, a crescendo may lead to a sudden 
piano. 'The forte-piano (fp)—which denotes 
that a strong attack is to be made followed by 
a sudden piano—is often indicated. The ac- 
cent > is sometimes found stressing the strong, 
and sometimes the weak beat of the measure. 
I regard the proper presentation of this nuance 
as the very essence of. all dynamic musical 
execution. The accent on the forte as on the 
piano is, after all, the indispensable means for 
all truly musical playing. I consider it so 
essential, in fact, that I believe that the accent 
should always be evolved out of the character 
and nature of the music itself, and should be 
specificially indicated by the violinist himself 
over certain notes in every composition in which 
the composer has omitted to make his own indi- 
cations. An artist playing a work must re- 
semble the orchestra conductor, who knows 
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how to nurse along both his climaxes of expres- — 
sion as well as his dynamic climaxes. 

If you wish to make a really favorable im- 
pression as a performer on the violin, you must 
avoid monotony and lack of color, and only 
the introduction of the nuances and accents in 
their proper places will facilitate your efforts 
in this direction. 

Monotony is the death of music. Nuance is 
the antidote for monotony. Berlioz once said: 
“The violin is capable of a host of apparently 
inconsistent shades of expression. It possesses 
as a composite force, lightness and grace, ac- 
cents both gloomy and gay, thought and pas- 
sion. The only thing is to know how to make 
the violin speak.” 

.“To make the violin speak’”—these words 
sum up in a single phrase the whole matter of 
variety in expression. It is, of course, a gener- 
alization, but if its meanings be developed its 
truth will be apparent. In the orchestra, the 
great advantage the violin has over all the 
other orchestral instruments in expressiveness 
is due to the player’s control of tone produc- 
tion and tone inflection. He can make the vio- 
lin speak, he can make it sing. He can run 
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the whole gamut of emotions on its strings— 
if he can translate feeling into the expressional 
terms of dynamics and nuance, into tone grad- 
uation and the tone inflection by means of 
rhythm, of stress, of musical shading. 

I have compared the artist to the orchestral 
conductor, who is able to prepare and develop 
his emotional and his dynamic climaxes. And 
with the whole colorful and infinitely varied 
tone palette of the modern orchestral combi- 
nation responsive to his slightest indication, 
the conductor, who plays upon this human key- 
board without having to preoccupy himself 
with the actual physical production of its 
music, seems to have the advantage over the 
violinist. Yet the violinist, with only his four 
strings to draw upon, has within his far more 
limited range of tone volume, almost equal op- 
portunities for variety in expression. What he 
may lose in contrast in instrumental timbres— 
for he has only the violin tone to exploit, and 
cannot evoke the tonal quality of the wood- 
winds or brasses from the violin strings—he 
makes up again in the wonderful flexibility and 
variety of the violin tone itself. No wind- 
instrument—the flute, the oboe, the clarinet— 
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no matter how well-played, can fail to pro- 
duce an impression of monotony in solo per- 
formance, if heard long enough. This lies in 
the less flexible quality of its timbre. But the 
violin tone is capable of almost limitless variety 
in expression, if the tones are produced by a 
good player. It has even an advantage over 
other instruments of the string family itself 
in. this respect. Take the ’cello, for instance. 
The ’cello is essentially a melody instrument, a 
lyric instrument. It is the baritone voice 
among the strings, and the sustained melodic 
line and not the brilliant coloratura passage is 
its natural mode of expression. It is true that 
there are exceptions to these rules: that a 
David Popper could exploit its higher registers 
in compositions strikingly effective in their 
swift tempos and brilliant passage-work; that 
a Pablo Casals can do anything, emotionally or 
technically, with the instrument, and make us 
forget while he is playing it that his instrument 
is a ’cello with specific limitations of a ’cello, 
and remember only his mastery of the strings 
and the string tone. But, generally speaking, 
the ’cello as a solo instrument, lacks the varied 
possibilities of tone inflection which the violin 
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possesses. Beethoven wrote ten sonatas and 
a concerto for the violin—he wrote only five 
sonatas for ’cello. 

And let the violin student never forget for a 
moment the splendid range of possibilities of 
varied expression of which his instrument is 
capable. For the greatest amount of applica- 
tion, the most unfailing devotion, the most im- 
posing and comprehensive mechanical control 
of the violin are all of them well-nigh valueless 
without soul, emotion: and you can only com- 
municate the soul of your music to your audi- 
tors through the medium of nuance, of shading. 
Certainly the violinist who plays a Mozart, 
Beethoven or Brahms Adagio and leaves his 
audience cold, is in no sense of the word an 
artist. 

There are perhaps three means on which the 
violinist relies most for his nuance. Let us 
consider first the role that dynamics plays in 
interpretation. Dynamics, “the science of 
strength,” as applied to music, is the system 
and theory which explains the various degrees 
of intensity or loudness of musical tones. A 
knowledge of it is a necessary part of the vio- 
linist’s technical equipment, because of its im- 
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portance as a factor in artistic playing. Ig- 
norance of the exact meaning of the qualifying 
dynamic terms is inexcusable. I do not think, 
however, that the average student’s ignorance 
of the meaning of the terms is responsible for 
his nonobservance of them. .I have already 
indicated my belief that the average student’s 
delinquencies of this particular sort arise not 
because he does not know better, but because, 
in so many cases, he is not trained to a better 
observance, and has no clear realization of the 
very great importance of dynamic shading. 
He is too much absorbed in the actual playing 
of the notes. He does not pause to realize that 
how they are played really determines whether 
or not they are worth playing at all! 

Timbre, quality and color of tone, is another 
factor in nuance which the student must culti- 
vate. There are no more beautiful violin ef- 
fects than those arising from a properly varied 
and contrasted tonal color. The violin tone is 
all string tone, yet each of its four strings has 
its own timbre, its own peculiar shade of color, 
and probably no nobler example of the exploit- 
ation of the individual timbre of a single string 
can be found anywhere than in Bach’s Aria for 
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the G string as arranged by Wilhelm). 
Artistic gradation of tone-color, of tone-qual- 
ity, delights the ear just as artistic gradation of 
visual color delights the eye. The timbres of 
any great living violinist are analogous to those 
of a Corot or a Meissonier. And quite as 
truly, in either case, whether violinist or painter, 
the absence of color and of color-variety in tone 
or on the canvas betrays the lack of genuine 
artistry. 

Tempo is perhaps the third factor in the tril- 
ogy of factors to be considered under the gen- 
eral conception of nuance. And just as the 
dynamic signs are too little regarded by the 
student, so is he inclined to neglect tempo in- 
dications. He distinguishes roughly between 
a largo and a presto, an adagio or an allegro, 
but he is all too likely to overlook the hundred 
and one nuances of slower or more rapid move- 
ment which lie between such extremes, which 
he must himself feel to express. If he has no 
real notion of the infinite variety and meaning 
of tempo indications, with their infinite possi- 
bilities of shading, I would suggest that he pick 
up any good musical dictionary and get from it 
a conviction of the many gradations to which 
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tempo is susceptible. Before he does any- 
thing else, however, let him acquaint himself 
with the three great classes of tempi. One 
class denotes a steady and equal rate of speed, 
from molto lento,—than which there is no 
slower tempo—to prestissimo—which repre- 
sents the apogee of rapid movement. In the 
second class we have all those tempi which in- 
dicate acceleration of movement, from accel- 
erando to veloce; and in the third, from rallen- 
tando to smorzando are grouped the tempi of 
slackening speed. 

And with tempo, with dynamics, and with 
color as assembled to nuance, we must regard 
rhythm. If tempo denotes the rate of speed, 
the degree of movement, then rhythm may well 
be called the underlying soul itself of move- 
ment. Accent, on which I have already laid 
such stress, is really a rhythmic sensation. 
And rhythm and accent must be free, they 
must, in a certain measure, be instinctive and 
individual. A violinist without a sense of 
rhythm is no violinist, he is as helpless as a 
painter who is color-blind. Rhythm is a prin- 
ciple underlying all life, and all the arts, not 
that of music alone. In violin playing it must 
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be translated into natural interpretation in ac- 
cordance with the character of the music. 
This rhythmic accent is as much of a necessity, 
in order to give the proper value to the details 
of musical phrasing, as it is in speech itself. 
Nuance then, expresses itself, or may be ex- 
pressed, in terms of dynamics, timbre, and 
perhaps tempo, including rhythm. These are 
the mediums through which the soul of the 
player and the soul of the music which he plays 
are revealed to the auditor. Yet it is the law 
of the physical universe which determines this 
psychic expression. Nature herself underlies 
music as she underlies all other arts. And 
nuance—the principle of infinite change, 
variety, inflection, shading, everywhere mani- 
fest in the physical world—is the vital principle 
in music. Yet in music, as in the other arts, it 
is difficult to determine where Nature ends and 
Art begins. The violin strings vibrate be- 
neath the stroke of the bow, in accordance with 
the same principles which cause the strings of 
an Aeolian harp to stir in the breath of the 
wind. ‘The hollow belly of the fiddle generates 
resonance in conformity with the same natural 
laws which cause the hollow tree-trunk to sound 
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beneath the blows of the woodpecker’s bill, and 
the overtones in a bird-note are evolved by the 
same acoustic phenomena as the harmonics 
drawn from the violin strings. 

I regard nuance in music as the specific ap- 
plication of Nature’s variability of mood and 
tone to musical ends and aims. Nature is 
never monotonous—the violinist who realizes 
the fact, and gives his playing those qualities of 
nuance which diversify Nature’s every mood 
and aspect will never play in a stilted, tiresome 
fashion. His interpretation will never be 
conceived on a dead level of uniformity. Take 
Nature for a model—that is my advice to every 
player! 

All nuance is already expressed in Nature, 
and Nature is a great teacher of nuance. The 
musician is especially susceptible to the appeal 
of natural beauty, since his art is one which al- 
lows the most vivid and varied emotional and 
imaginative expression, and has most eloquent 
means for such expression at its disposal. 
Composers of violin music, however, have often, 
in their imitation of Nature, developed the 
purely pictorial and programmatic at the ex- 
pense of the higher and nobler ideals of pure 
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music. Often they try to produce a mental 
picture or vision by suggestions directly in- 
fluencing the ear, the reproduction of bird- 
songs, for instance, the whistling of the wind, 
or the rippling of the brook. But this type of 
Nature imitation in composition—which com- . 
pels an analogous imitation in interpretation— 
does not stand for the noblest exploitation of 
Nature’s possibilities. More truly beautiful, 
more inspired is that music which aims, not by 
accurate imitation but by analogies in outline 
and timbre, to express some mood or moment 
of Nature definitely expressing this purpose in 
its title, perhaps, or letting the relationship go 
unacknowledged and depending for effect 
upon the composition’s value as “absolute” 
music. 

In the interpretation of Nature-music which 
is purely external—that is to say purely pro- 
gram music—the violinist has a comparatively 
easy task. His interpretative scheme is al- 
ready laid down for him; it is stencilled in the 
composition. Nuance in such a case is, more 
than anything else, a matter of intelligent at- 
tention to a detail already provided. But 
when Nature-music of a more subtle sort is to 
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be played, or music which is absolute in char- 
acter, then the matter of nwance assumes 
greater importance and calls for intenser 
study. Nature, by virtue of the principles 
which govern her expression in life and in art, 
illumines, particularly in the expression of 
rhythm and movement, of color, light and 
shade, all absolute music as well as music which 
is either narrowly (as in the case of pictorial 
program-music) or more subtly, (as in that of 
suggestive program-music) descriptive of her- 
self. 

Art begins where technique ends. But in 
interpretation, art and Nature are twins. The 
violinist who listens to Nature and develops 
his nuance of interpretation out of her teaching 
will never become a violinistic automat. For 
Nature, ever changing, ever showing us some 
new mood, some new phase of her inexhaustible 
self, is the fountain-head of variety in expres- 
sion. 

In the standard editions of the works of the 
classic and modern violin masters, of course, 
the nuance of interpretation is indicated as 
fully and as comprehensively as possible. I 
have already spoken of the detailed wealth of 
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nuance with which Beethoven has enriched his 
luminous pages. Earlier editions of Mozart’s 
violin sonatas do not show this same meticulous 
care; but the work of succeeding interpreters 
has gradually established the interpretative 
values. And in practically all modern works 
the composers have fully indicated the tempt, 
the dynamic stresses and effects, the character 
of the movements, and the inflections of tone to 
be observed. Yet with all these guideposts to 
point out the road to perfect interpretation, 
there still remains the widest room for individ- 
ual latitude in expression, in color, in emotional 
fervor, in dramatic intensity. I have already 
said that temperament is not a substitute for 
nuance—no violinist can interpret a composi- 
tion in all its varied beauty by temperament 
alone—yet temperament, which is the special 
mental quality that lends individuality to per- 
formance, is always a valuable factor. 
Individuality in nuance, however, should 
never degenerate into bizarre affectation. 
There is always a borderline, easily recogniza- 
ple, where the temperamental oversteps the 
aesthetic bounds of propriety, and turns into 
caricature. I have always encouraged my 
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pupils to be as individual as they could be in 
the interpretation of their repertory works; 
but I have never allowed them to carry origin- 
ality to the excess of disfiguring beauty. The 
genuinely musical student, in most cases, is 
instinctively aware of this boundary which may 
not be overstepped. In some cases these of- 
fences against good manners in interpretation 
are the result of a commendable desire on the 
part of the student to follow closely the inter- 
pretation of some great virtuoso, to play the 
work as he has played on the concert-stage. 
But it is, alas, only too easy to caricature, with 
complete unconsciousness and a sincere belief 
that one is improving one’s interpretation, 
some great artist’s interpretation of a move- 
ment or a passage. The slightest additional 
emphasis, the least extension of a ritardando, 
the tiniest exaggeration of a rubata, will often 
produce the most grotesque results, and the 
student, in his earnest effort to achieve a perfect 
replica of the expressional feature he is imi- 
tating, does not realize that he is worshiping 
the perversion of an ideal. 

If the violinist can play Bach, Beethoven, 
Mozart, with the proper beauty of nuance their 


Nuance 157 





music demands, he need not fear any ‘similar 
problems which the more modern works of the 
repertory may offer. The technical complex- 
ity of modern compositions is in many cases 
greater, they may make greater demands on 
the skill, the finger dexterity, the endurance 
of the player; but as regards interpretation— 
no! Take Bach, for instance. Bach’s sonatas 
are quite as difficult to play as anything Pag- 
anini ever wrote—as hard to play with the 
proper nuance. There are no brilliant sweeps 
of double-harmonics, no pizzicati, no scales in 
fingered octaves; but their contrapuntal style, 
their polyphonic character, makes them ex- 
tremely difficult to play perfectly. There are 
no finer studies for nuance existing than these 
same Bach Sonatas. In them you find singu- 
larly expressive principal themes, but they play 
hide and seek with each other in the complicated 
harmonic web, shifting from outer to inner 
voices and back again. The themal voices 
must be colored, must be inflected, must stand 
out, must sing; yet at the same time the second- 
ary voices—in their own sequence—must not 
be neglected; they must have their own proper 
place in the whole interpretative scheme. To 
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play these Sonatas as they should be played, 
to interpret them with that wealth of nuance 
which makes their beauty, is very, very difficult. 
And it is for this reason that I say: If you 
can play the Bach Sonatas with the right shad- 
ing then Lalo and Tschaikowsky need not 
worry you. 

Too many students who are technically quite 
far advanced do not properly interpret the tech- 
nically less difficult pieces they play, because 
they regard them as beneath serious considera- 
tion. This is a fundamental error in musical 
taste and judgment. No matter how simple, 
any violin piece worth playing at all is worth 
playing with the fullest amount of expression 
that music and player can give. Many of the 
lighter compositions used on the modern violin 
recital program to give relief to more serious 
numbers, do not look so difficult on the printed 
page, nor do they seem very difficult to play. 
But so often in these cases, because of the very 
fact that the musical idea in itself is slight, the 
whole musical effect of the composition lies in 
its interpretation. Without nuance—a nuance 
which gives beautiful, shifting high-lights of 
contrasted tempi and colors—many of them 


Nuance 159 


would scarcely attract attention. Yet light, 
graceful trifles of this kind are so vivified, so 
colored by the interpretation of the artist who 
plays them, that we forget their comparative 
musical slightness in the charm with which deli- 
cacy of shading and expressive playing invest 
them. 

Yet all precept is vain without practise. Do 
not confine yourself to reading what I write of 
nuance and its supreme importance to the art 
of violin playing, meanwhile forming good res- 
olutions that you will apply what you have read. 
The violinist, like every other artist, learns best 
by doing. In the study of the violin good in- 
tentions unfulfilled merely lead us to procras- 
tination, slovenliness, and a tendency to be con- 
tent with oneself and one’s achievements. 
Study nuance on the violin! Listen to your- 
self play! Play a phrase or a succession of 
passages in various ways, with varying inflec- 
tions, with changing emphasis, now softly, now 
loudly, until you have found the natural inter- 
pretation, until those factors which, collec- 
tively, make up what we know as nuance have 
merged in a harmonious entirety of expression. 
Rely on your own musical instinct while you 
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are guided by the expression-marks of others! 

True inspiration in music, the urge toward 
musical creation—whether it be of composition 
or interpretation—is dynamic, it is the creative 
influence of genius acting through the natural 
faculties, emotional, mental, spiritual. It is 
the longing for beauty expressing itself in the 
forms and with the voices of art. And true in- 
spiration—the inspiration of a Bach or Bee- 
thoven—harks back to Nature the divine, to 
that Nature which, according to a great writer, 
“is the Art of God.” And this inspiration 
merely lies dormant in the printed page until 
we make it live and glow and radiate in tone. 
Each truly artistic performance of a Mozart, 
Beethoven or Brahms violin sonata is a fresh 
miracle. It awakes to the throbbing, moving, 
appealing life of tone all the loveliness hidden 
in those successions of black notes which are 
meaningless to the uninitiated. And in each 
reincarnation of such a work, on each occasion 
that its inspiration charms the auditory sense 
and moves the heart, it is the part of the player 
—the sorcerer, whose bow is his magic wand— 
to give it a soul. And this soul is interpreta- 
tion—inter pretation which is nwance in its final 
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and perfected annealing of component factors 
in the matrix of individuality. 


PHRASING 


All music is made up of tones in rhythmic, 
melodic and harmonic order which appeal to 
our musical sense. And phrasing as applied to 
violin music, is the art of giving musical phrases 
—whether they be themes, developments or 
passages in all their varied forms—the right de- 
gree of relief, the right allotment of shading 
and emphasis, with due regard for their melodic 
and rhythmic character and for their interrela- 
tion. The musical phrase on the violin is nat- 
urally a melody-sentence. It may be two, 
four, six, eight measures long, or even longer; 
the point being that it forms an uninterrupted 
sentence in which its composer develops his 
thought and his feeling. 

The violinist must always remember, om 
ever, that the individual musical phrase or sen- 
tence—just like a sentence in a book—is but 
a single unit of the entire melody-line. It is 
important only in proportion to its importance 
in the melody-line taken as a whole. The 
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secondary value of modifying or subordinate 
phrases must be evident in the violinist’s play- 
ing of them; he must never, tonally or in ex- 
pression, elevate them to the level of impor- 
tance equal to that of his principal phrase or 
phrases. An appreciation of these relative 
values is the first great principle of all phras- 
ing. When studying a composition for the 
first time, it is absolutely essential that the 
student try to grasp the idea as a whole, that 
he get a clear mental conception of its general 
structure as well as of the relations of phrase 
to phrase before attempting to give a final in- 
terpretation of the character of the work. 

The dead level of monotony which we notice 
in the performance of some violinists is, in the 
main, due to a lack of proper phrasing. They 
seem content to play the notes as they are writ- 
ten, and apparently do not realize that a mel- 
ody is something more than a long string of 
tones to be sounded in succession. In all music 
there is an underlying skeleton of form. The 
melody is not a projection of successive notes; 
it is carefully and consistently built up of mel- 
odic-units, each of them independent, yet all 
dependent on each other, and calling for vary- 
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ing degrees of rhythmic and emotional accen- 
tuation. Even in the short melodic phrases of 
the modernists, which are not subjected to the 
balance of classic formal rules in their incep- 
tion, there is an inner musical law of proportion 
which makes their proper phrasing all the more 
imperative. 

Phrasing, as regards execution—that is from 
a technical standpoint—is principally a matter 
of correct bowing and fingering—always sup- 
ported, however, by artistic feeling. Phrasing 
may properly be regarded as a very specific ap- 
plication of nwance—for phrasing is in the 
broadest sense tonal shading and _ inflection 
combined with rhythmic delineation—all of 
which applied to compositions as a whole re- 
sulting in what is known as “a correct interpre- 
tation.” Phrasing is always something essen- 
tially personal. It has really no fixed laws 
—though various conflicting systems of phras- 
ing exist—and depends wholly on the musical 
and the poetical sense of the performer. The 
convincing speaker as a rule, does not depend 
on elaborate oratorical laws in order to move or 
impress his hearers. If he understands, if he 
feels what he is going to say, his explanatory 
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and qualifying sentences fall naturally into 
place, the strong phrases in his address stand 
out in high relief. 

In the same way phrasing for the violinist 
should not be a matter of rhythmic elocution. 
His musical taste, his musical intelligence, his 
musical sense of proportion must guide him in 
his phrasing. No two artists phrase the same 
passage in exactly the same, manner; their 
phrasing may be similar, yet there will always 
be delicate distinctions, minute variations, 
qualifications, differences due to their individ- 
ual temperament, the individual quality of their 
inspiration, and—not to be forgotten—their 
knowledge and skill as well as their instinct. 

But how is the young violinist to determine 
whether or not he phrases well in his playing? 
He can only be guided by the effect actually 
produced on some person who reacts sensitively 
to music. Since that is the only means by 
which he can hope to come to a decision, I reg- 
ularly say to my students: “Listen to your 
phrasing! Let your instinct, your musical 
good sense, your own reaction to your phrasing 
tell you whether your conception is right or 
wrong!” Correct phrasing is one of the hall- 
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marks of true artistry, and only that violinist 
who has a fine and true conception of phrasing 
displays the quality of his talent in the most 
favorable light and takes rank among the 
artists. 

All really beautiful phrasing, depends, of 
course, in the last analysis, on technical perfec- 
tion. For no matter how fine the student’s 
musical instinct and his sense of proportion 
may be, faulty bowing—and faulty fingering 
as well—will inevitably destroy the continuity 
which is the very essence of smooth and convine- 
ing phrasing, and result in misrepresentation 
of the composer’s ideas and intentions. Wiith- 
out technical competence, even the most gifted 
interpretive instinct must fail of practical ap- 
plication. 

Phrasing, like other more aesthetic branches 
of the art of violin playing, is one of those 
things for which a detailed scheme of instruc- 
tion cannot well be laid down. It is almost 
impossible to make specific suggestions for 
phrasing. It can be demonstrated, violin in 
hand, but not described. Furthermore, the 
violinist is characteristically so dependent on 
the mood of the moment, the accidental influ- 


166 Violin Playing 





ence of temper and disposition, that the same 
musician seldom plays the same phrase twice 
in exactly the same manner. 

The principal point for every student to 
bear in mind is that good phrasing presup- 
poses an artistic building-up of musical interest 
looking forward to a climax. If he will re- 
member this, and rely on his natural musical 
instinct, his good taste and feeling for propor- 
tionate values, he cannot go wrong. 
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CHAPTER XI 


STYLE 


Buffon once said: Le style est Vhomme méme 
(Style is the man). I believe that style in lit- 
erature is the author, and certainly in music 
it is the musician himself. In fact, where is 
the musician deserving of the name who does 
not possess the instinct for style in music? 
What sort of violinist would he be who played 
all the masters, all the various kinds of music, 
in the same way? In dramatic art style is 
essentially the element of declamation. Music 
also calls for declamation—interpretation— 
based on a thorough understanding and grasp 
of the character of a composition. All the 
composer’s indications serve this one purpose— 
they exist to make possible a rendering of the 
composition which shall be in keeping with its 
character. Whether that character be lyric or 
dramatic, heroic or passionate, gay and care- 


free, its proper delineation always requires a 
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variety of accents, energetic stresses or tender, 
delicate touches. 

To understand and to cause to be understood 
—this is the aim to which the performing artist 
must aspire. ‘The music-loving public in gen- 
eral is very sensitive and is readily impressed by 
genuine art, if art be presented in such wise that 
its beauties can be grasped. 

The innumerable music-festivals and con- 
certs throughout the land attest this fact. 
What a mixed public these festivals attract, 
yet the majority of works performed at them 
are works of solid artistic value. And when 
the great artists,—as they now so generally do 
—play a piece of music by Bach or Beethoven, 
presenting it absolutely in character, the crowd 
is impressed and reacts even more frankly and 
more gladly to its beauties than does the so- 
called musical connoisseur or _ professional 
musician, who has his own. well-established 
ideas regarding the works of the great masters, 
and is usually convinced that his conception 
is the only true and right one. The performer, 
however, may be said to have reached the 
apogee of his art when he is able to give an 
ancient or modern composition its true charac- 
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ter in his performance, lend it the color with 
which its composer has endowed it. If, in ad- 
dition, he is capable of merging in his own tem- 
perament the author’s original thought, if he 
can react himself to the beauty of the work or 
phrase, he need have no doubt of his capacity 
to play the composition in a way that will im- 
press others. For the violinist whose tech- 
nique is assured, and who possesses that pe- 
culiar magnetism which exerts irresistible and 
convincing charm is able to sway the greatest 
audience with compelling power—like the He- 
brew prophets and the great masters of the 
plastic arts, like the great poets of ancient and 
of modern days, the public speakers of all 
ages,—in a word, like all other artists whose 
appeal is addressed to the multitude. 

Style in music, as in the other arts, is the 
mode or method of presenting the art in ques- 
tion in a distinctive and intrinsically appropri- 
ate way. The word style is used freely in dis- 
cussing both literature and music, and it is 
often used carelessly. The old Romans used 
a stilus, an instrument of wood, metal or ivory, 
to engrave their thoughts on tablets of wax. 
And when they spoke of “turning the stilus,”’ 
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they meant to imply that they had modified 
what they had written with the sharp end of 
the stilus by erasing with the blunt end. In 
music the violinist “turns the stylus” when he 
applies blunt, judicious self-criticism and cor- 
rection to his playing; when he realizes that it 
can be improved—and acts upon his conviction. 
In the old days, every one who used a stilus 
wrote in a different and individual manner, 
and his writing gave as clear an indication of 
his temperament and character as the playing 
of the violinist expresses his own individuality 
—from his every interpretation of a musical 
work, to the way in which he picks up his in- 
strument, or lets his fingers fall upon the 
strings. Just as you could see the Roman 
scribe’s character revealed by the lines drawn 
with his stelus in the wax, so the temperament, 
the distinctive features which make up the 
musical character of the violinist, are disclosed 
by his musical stilus, the bow, as he draws it 
across the strings. This is the essential mean- 
ing, then, of Buffon’s phrase, “Style is the 
man,” when it is applied to music. 

I have referred to the individual magnetism 
which the violinist must possess if he is to sway 
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his listeners. This quality of personal appeal 
based on individual power or charm, has al- 
ways seemed to me to be the real foundation 
of all style in violin playing. There is no one 
definitely established way of playing a given 
work by a master, for there is no absolute stand- 
ard of beauty by which the presentation of a 
violinistic art-work can be judged. A type of 
playing extravagantly admired and cultivated 
in one age, may be altogether rejected in an- 
other. The general aesthetic sense and sensi- 
bility of the period in which we ourselves live, 
our own contemporary feeling for what is true 
and acceptable in musical style is the only 
standard of judgment to which we can refer 
the artist’s interpretation. If the violinist sat- 
isfies this aesthetic taste of ours (for there is 
no absolute standard of beauty) and if he 
moves us, if he convinces us, if he makes us 
feel that he is revealing to us beauty’s true 
soul—then his interpretation is justified, his 
style is faultless. The great living violinists 
can wake the overtones of our heart-strings 
to-day: ‘'Tartini similarly moved the listeners 
of his time, and the style, the interpretation of 
each is and was true to the aesthetic demands 
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of their contemporaries. It is impossible to 
make any adequate comparison of the playing 
of these artists. For one thing, no man still 
living is in a position to describe Tartini’s play- 
ing from actual hearing. Yet, wonderful as 
his playing must have been, if we are to judge 
by the accounts of it which have come down to 
us—he was popularly supposed to have sold 
his soul to the devil in order to become the 
greatest violinist in the world—it is a question 
whether, were Tartini himself to appear in re- 
cital to-day, a twentieth century audience 
would be enthusiastic over his playing. The 
gap between the aesthetic concepts, the musical 
concepts, the critical values of his time and our 
own is too great to be easily bridged. But 
Tartini—like his pupil Nardini, and like 
Viotti, who “drew a bow of cotton across the 
strings with the arm of a Hercules”—was jus- 
tified in his individual style by the aesthetic 
judgment of the music-lovers of the time in 
which he lived, and in the absence of any abso- 
lute standard this verdict must be accepted for 
the past, just as we accept the aesthetic sense 
of our own time as competent to pass on the 
merits of the artists of the present day. 
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T have always found it impossible to regard 
style in music as a matter of historical devel- 
opment, however. Beauty and not tradition 
is the touchstone of all style. And what may 
be beauty in style during the eighteenth century 
is not necessarily that in the twentieth. 1 have 
no respect for that much abused word “tradi- 
tion” in the sense in which it is largely used. If 
respect for tradition were carried to its logical 
conclusion we should still be living in the Stone 
Age, doing as our forefathers had done before 
us. Tradition in music, as in all else, is the 
antithesis of progress, it is the letter which 
kills the living spirit. The truth of one age 
is bound to be modified by the events of an- 
other, for truth is progressive. The aesthetic 
truth of one period—the interpretative truth of 
one generation—may be accounted a falsehood 
by the tenets of the next. For each age sets its 
own standards, forms its own judgments. 
There is no doubt but that Tartini stood for 
the truest expression of the beauty of violin 
playing, for the best example of style, in the 
broadest sense of the word, of his epoch. And 
if he could play for us to-day whatever there 
were in his art, in his interpretation, in his style 
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that appealed to us as beautiful would still be 
beautiful after a lapse of some three hundred 
years. But that which we could not accept 
would be faulty—though it might have been 
beautiful for his own times. 

Tradition in reality weighs down the living 
spirit of the present with the dead formalism 
of the past. For all these hard and fast ideas 
regarding the interpretation of older classic 
works, their tempi, their nuances, their expres- 
sion, have become formalisms, because the men 
whose individuality gave them a living mean- 
ing have disappeared. The violinists of to-day 
are rightly just as individual, each in his own 
way, as were those of the past. Let them play 
as they honestly feel they must, let them give 
us beauty as they—and we—understand it. 
Let them express themselves, and not fetter 
their playing with rules that have lost their 
meaning. Let them not hamper that most 
precious individual quality the artist has—his 
style—with the dusty precepts handed down 
from times gone by. Beauty we must have, 
tradition we can dispense with. How is a vio- 
Iinist to conceive the meaning of an older work 
which he may be studying if his own musical 
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instinct, his freedom of conception, are obfus- 
cated by the dictum: “This must be played in 
such and such a manner, because so and so 
played it that way two hundred years ago.” 

One tradition only do I recognize—that it 
is the function of the artist to enter into the 
spirit of a composition, and reveal to us the 
intentions of its composer. 

The musical message of the composer, the 
true spirit of his inspiration, the soul of his: 
music—that is what we are interested in. 
Though no two great artists now playing be- 
fore the public interpret the Bach Chaconne, 
let us say, in exactly the same manner—yet 
hearing either the one or the other, at different 
times, we may nevertheless feel that the true 
inwardness of Bach’s music has been presented 
to us in each case. And what more can we 
ask? Are we to deny the beauty of their inter- 
pretation, which we hear, by which we are 
moved, because some one who has never heard 
Spohr himself play the same work, but who 
has carefully collected statistical evidence to 
establish his “traditional” rendering, explains 
that Spohr’s interpretation must be considered 
the only vital one, being “traditional’’? 
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If the artist has entered fully into the spirit 
of the composition he is playing, and if we ac- 
cept his reading of its spirit, if as it sounds 
from his strings, we feel its truth, its beauty, 
its poesy, then it has been read aright, and we 
ask nomore. And the artist who accomplishes 
this has solved the question of musical style. 

For style in music is not identical with style, 
for instance, in architecture—though architec- 
ture has been called “frozen music.” In archi- 
tecture style means the exact definition of and 
differentiation between varying types of struc- 
tural art, of various countries and different 
periods. And we still erect buildings in the 
Ionic style, the Egyptian style, the Gothic 
style, the style of the French Renaissance, in 
this twentieth century. But style in music, 
in the interpretation of music, is not a series 
of sharply defined orders. There is, from my 
point of view, only one style—no matter how 
varied its individual interpretations may be— 
and that is what contemporary understanding 
and appreciation generally admits is the just 
and unique expression of musical beauty pre- 
sented by its interpreter. No violinist can 
properly say: “I will play this work in the 
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style of Corelli, in the style of Rode, in the 
style of Paganini.” The individual modes or 
manners of these violinists, each in his own 
period contributing to make up the style of 
that period, have passed. We know them no 
more; such an effect could and would convey 
the idea of style as I understand it to-day, only 
in so far as through its use musical truth and 
beauty were made audibly apparent to us. 
The plastic arts, unlike music, have the ad- 
vantage of practical immortality. Notre- 
Dame Cathedral in Paris presents the same ap- 
pearance to-day as it did when first completed 
in 1240. But it is a question whether any of 
the music sung at its solemn dedication is to 
be found even in the manuscript collections of 
museums or libraries, to say nothing of the in- 
terpretation of that music. The Sphinx has 
survived by many centuries Rameses’s tri- 
umphal hymns. St. Sophia, at Constantino- 
ple, is still outwardly the same as when the Km- 
peror Constantine erected it; but Byzantine 
music, a rich and elaborate system, is reduced 
to the paleographic fragments which musical 
antiquarians exhaust their ingenuity in de- 
ciphering and collecting. Music is a pictorial 
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art whose pictures are evanescent, though 
ever renewed. An art of the centuries, it nev- 
ertheless lives only in the expression of the 
moment. Style in musical interpretation can- 
not therefore be crystallized into set formulas 
of a plastic art—it is liquid, ever in process of 
transmutation. The style of each period of 
musical history is summed up in the various in- 
dividual projections of music which have been 
heard and accepted as valid by the period itself. 
And it is this factor of individuality in musical 
style which makes it dynamic rather than static. 

The very nature of his instrument, the pecu- 
liar personal character of his physical and musi- 
cal endowment, of his genius and temperament, 
compel the violinist to project beauty in an 
individual manner. Does Elman play the 
Tschaikowsky Concerto in the same style that 
Heifetz plays it? How could he? Each vio- 
linist is individual, and his each interpretation 
is individual—each may present the same music 
with the richest variety of technical and musical 
effect, and still play it in an altogether differ- 
ent manner. 

Consider the wide variety of music written 
for the violin—and the different men who com- 
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posed it. There are the concertos, for instance, 
of Bach, of Mozart, of Beethoven, of Mendel- 
ssohn. Are not all of these compositions indi- 
vidual, do they not all unmistakably reflect 
their composers? Bach—the great contrapun- 
tal master, who always thought of music in 
terms of the organ; Mozart—gay, tender, al- 
ways in love; Beethoven—having the cosmos in 
his breast; Mendelssohn—the perfect gentle- 
man, in his music as well as in his life. No two 
of these masters resemble each other; each of 
them must be interpreted in accordance with 
his own manner. How then would it be pos- 
sible to play them all in the same fashion? For 
they have but one thing in common—their 
greatness. 

This same wide divergence, this absolute dif- 
ference in the kind and quality of their imagin- 
ation, in the type and manner of their per- 
formance, cannot help but exist in their inter- 
preters. To a pedantic interpretation of a 
Beethoven violin concerto, one based on care- 
fully collated “traditional” evidence, and pre- 
pared with that conscientious lack of imagin- 
ation which is so often the enemy of all beauty, 
I should prefer an ardent, temperamental 
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reading, one quite unsupported by any tradi- 
tions, yet in which the artist pours out his very 
soul in the honest endeavor to grasp that of the 
master. He might exaggerate, he might be 
guilty of over emphasis—but his interpretation 
would be a living one, it would speak to the 
heart! I think that Beethoven himself would 
choose such an interpretation. 

Historical style, traditional style: I ac- 
knowledge that there are such things, just as 
we have armor in museums and time-hallowed 
observances. And I will not withhold due re- 
spect to all musical tradition which serves a 
useful purpose, which is a contribution to the 
general history of music. Style, however, is 
incidental to its period. It changes but does 
not develop—I am speaking as a violinist, of 
violin playing—in the sense that its de 
velopment is sequential. How can it? Style 
in reality is the temporary crystallization, 
various periods, of the ideals of violin interp: 
tation best suited to the intellectual and mu 
feeling of the periods in question, and born o 
the violin music of those periods itself. 
doubt it has even in a measure, been influe 
by the make of the instrument. Speaking in 
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a general way, the high model violins, such as 
those of the Stainer type, speak more readily, 
while the flatter violins of the Cremona school 
have more carrying power and flexibility, and 
their tone is more susceptible to subtle varia- 
tion by the player. That the greater interpre- 
tative possibilities of the Cremona type have 
had their favorable influence on violin compo- 
sition is more than probable. But this is only 
incidental. The music written for the violin 

_ by the older masters, and played by them did 
far more to determine the style of their period. 
Another century, other music—other music 
another style. Of course we do not play Bach 
as we play Tschaikowsky. But that is not 
really because tradition tells us that Bach re- 
quires a different interpretation. Musical in- 
-stinct is sufficient. We play Bach differently 
because his music itself make us observe certain 
canons of taste, certain modes of expressional 
‘?p rocedure in presenting his Sonatas or his Con- 
certos. But I again insist that it is not be- 
cause of any traditional feeling—at least it 
should not be—for Bach’s works rise far above 
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grandeur and majesty, their soul and charm. 
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We play them, or try to play them, as Bach’s 
music should be played—reverently, almost as 
a rite of the sacrosanct mass of beauty, express- 
ing as best we may, individually, all that 
they convey. Probably no great violinist of to- 
day plays the Bach sonatas as they were played 
by the well-known violinists of Bach’s own day. 
Yet, despite the fact that the player may be 
centuries removed from the interpretative spirit 
of Bach’s time, he may play Bach sonatas bet- 
ter than they were wont to be played then. 
The musical spirit of Bach transcends all nar- 
row limitations of period, and the artist of to- 
day who truly enters into this spirit will play 
Bach as he should be played, and will play Bach 
better because he will play him in the interpre- 
tative spirit of our own generation, not that of 
1720. 

And in that very period, the eighteenth cen- 
tury—which blind upholders of “tradition” re- 
gard with the reverence the poor in spirit re- 
serve for what they regard as established fact— 
the Abbé d’Olivet first used the expression “to 
form one’s style’—the direct negation of the 
idea that style is the outcome of tradition. It is 
true that he used the expression a se faire un 
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style in a literary sense. But it is every whit 
as applicable to music. The violinist must 
form his own style, and his style must be, more 
or less, the expression of his own individuality. 
Tradition represents the attempt to impose on 
oneself the individuality of another. Voltaire, 
who was anything but a devotee to the theory 
of the sacredness of what is handed down, de- 
clared that “style lends distinction to what is 
most ordinary, strengthens what is most feeble, 
infuses what is most simple with grandeur.” 
Musical style, in its true sense, does as much for 
music. And these keen minds, able then to 
define style in a manner so consonant with our 
ideas of to-day, lived during the very eight- 
eenth century whose supposed traditions are so 
frequently invoked by the pedantic to justify 
interpretations whose vitality passed with their 
era. And these same traditions, as they are 
now termed, no doubt represented in their 
own day—the eighteenth century—innovations 
to which the upholders of the good old tradi- 
tions of the sixteenth and seventeenth centuries 
probably objected strenuously. How can we 
doubt that when Tartini was making a practi- 
cal application of those discoveries of his re- 
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garding the theory of bowing which marked an 
advance on previous usage, and delighted his 
audience with his double-stops, trills and other 
novel violinistic effects, some old conservatives 
were talking about the “traditions laid down” 
by older (and hence, of course, better) com- 
posers such as Massimiliano Neri and 'Tom- 
maso Vitali. And if there were any violins and 
violinists before 1550—which is very doubtful 
—those who followed them in the course of 
another generation were probably informed, in 
turn, of the superior value of tradition over in- 
dividual development. 

My own belief is that too great a preoccupa- 
tion with style as such tends to hamper its full- 
est and freest expression in the individual 
player. Do not think of style—think of ex- 
pressing the soul of music in the most moving 
and appealing way, with the richest variety of 
nuance, with the greatest sincerity—and you 
have your style. The manner in which you 
express the music you are playing (technique I 
take for granted), is only a part of style; color, 
warmth, emotion, temperament, intuition, the 
feeling for delicate changes of mood, abandon, 
a thousand and one factors all must unite ta 
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form a modern style, one adequate to do jus- 
tice to the great, varied repertory of standard 
works, old and new, which form the literature 
of the violin. 

A student’s acquisition of certain technical 
tricks and individual mannerisms—whether 
they be mannerisms of bowing, of expression, 
of interpretation copied from some famous 
virtuoso or teacher—does not for a moment 
imply that the student who has copied them 
really plays in the master’s manner. Imita- 
tion may be the sincerest form of flattery— 
but any student who flatters a master in this 
way is doing so at the expense of his own in- 
dividual development. His jackdaw manner- 
isms may in the course of time become second 
nature, but they will still be mannerisms— 
whereas in the case of the violinist in whom they 
are inborn they are not necessarily mannerisms, 
but a veritable part of his stylistic outfit. 

I have already said that the violinist must 
enter into the spirit of a composition—but 
he must not try to enter into it in disguise, in 
borrowed clothes, tricked out with foreign tech- 
nical and expressional odds and ends, products 
of his observation of his more illustrious com- 
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peers. The interpretation of a great work (or 
even of a small one, for that matter) should 
be approached in a spirit of reverence. We do 
the greatest honor to art when we offer our 
own very best, not the best we can borrow from 
some one else. And the communion between 
the spirit of the music and the soul of the in- 
terpreting player must be immediate; it must 
not be complicated by the player’s attempt to 
express the music by means of some one else’s 
bag of tricks. 

Forget tradition. Dismiss the idea that you 
must try to play such and such a work just as 
so and so plays it. Do not think of style! 
Concentrate quite simply and honestly on put- 
ting your whole heart and soul into the task 
of making the music you are playing live, ex- 
pressing it as you feel the composer meant it 
to be expressed. And do this with reverence, 
with devotion. After all, the artist’s first 
study of some masterpiece of violin literature, 
his first performance of it, if he be a true artist, 
is somewhat in the nature of a sacrament. 
The worshiper is approaching a new dispen- 
sation of musical beauty—and such are holy. 
He should be like the Mohammedan who leaves 
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his slippers outside the mosque when he enters 
into Allah’s sanctuary—and he should remem- 
ber, too, that it is his own slippers the Moham- 
medan leaves outside the mosque, and not some 
one else’s. 

I have taught for many years and [I still take 
pride in the fact that I have always insisted 
on the one great principle—that my pupils ex- 
press themselves, and that they must not try to 
express me. Elman, Zimbalist, Heifetz, Sei- 
del, Kathleen Parlow, Eddy Brown, Max 
Rosen, Thelma Given, Ruth Ray, Mischel 
Piastro—is not each and every one of them 
distinctly different from every other? Has 
not each and every one of them his own 
strongly marked individuality as a player, and 
his own individual style? I have never tried 
to mold my pupils to any narrow aesthetic 
theories of my own, but only to teach them 
the broad general principles of taste out of 
which individual style develops. As regards 
interpretation, I have always encouraged them 
to find themselves. I have always allowed 
them all freedom except when they have tried 
to sin against the aesthetic principles of art. 

At the beginning of this chapter I intimated 
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that style in violin playing, in all music, is in 
its essence declamation—the expression of the 
character of the music played with every in- 
flection that dramatic verity or lyric feeling 
suggests. And this, again, is in essence no 
more than making beauty live, making inspira- 
tion luminous, making the auditor understand 
the loveliness lying dormant in the printed 
page by means of the player’s own sympathetic 
understanding of it, and by means of his pro- 
jection of that understanding with strings and 
bow. 

So I once more repeat—to understand, and 
to cause to be understood—these words sum up 
the end and aim of style. The violinist whose 
playing is like a light in the darkness, who 
makes his auditors feel the beauties he himself 
feels, has learned the ultimate lesson of style. 
For style in this true sense is not the outcome 
of tradition; it proceeds from the wellspring of 
individuality. It is not damned and diked up 
pedantic formalism, but flows undefiled, as 
free and unconstrained as beauty itself. 
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CHAPTER XIT 


THE NERVES AND VIOLIN PLAYING 


Having touched on the numerous other qual- 
ifications—both psychological and physiologi- 
cal—which go to make up the apparatus per- 
fectly adapted for learning to play the violin 
properly and well, I must not fail to speak of 
the important part played by the nerves and 
the nervous condition of young students—and 
even of great violinists on the concert-stage—as 
affecting their activities in their chosen field. 
The importance of the violinist’s nervous condi- 
tion may be gathered from the fact that when 
it is unsatisfactory, it ofttimes opposes an in- 
surmountable barrier to his success as a 
virtuoso. 

My own opinion is that there exists no rem- 
edy, either hypnotic or medical, which is capa- 
ble of curing or even temporarily paralyzing 
the effect of that form of nervousness known as 


“stage-fright” in those who are subject to it. 
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There are cases of unconscious nervousness, 
which develop some hours preceding the artist’s 
actual appearance on the stage. ‘These are 
most frequent in quite youthful artists who are 
subject to it without being aware of the fact. 
The culmination of the attack is manifested in 
a variety of ways. In some instances when 
these players finally appear before their audi- 
ences they hurry their tempo immeasurably; 
in others, on the contrary, they will play the 
various movements of a concerto, a sonata or a 
composition of any kind as though they found 
it very hard to go on. There are some even 
who under the influence of this nervousness ac- 
tually reverse their tempo, and play a move- 
ment noticeably faster or slower than they have 
already taken it—which is likely to disconcert 
an audience which has been looking forward to 
hearing a repetition of some favorite number. 
And if some young student has attended the 
concert in the hope of learning how the piece in 
question should be played, he is likely to go 
away without knowing which of the two rendi- 
tions is the one he should follow. 

I remember that Hans von Bulow, before 
he went out upon the stage, always rubbed his 
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hands together feverishly. If some one, dur- 
ing such moments, asked him a trivial ques- 
tion, von Biilow either repulsed him sharply or 
else turned his back upon him without a word, 
and continued rubbing his hands. Anton Ru- 
binstein, before he made his appearance on 
the concert platform, always strode up and 
down the room like a lion in a cage and, strange 
to say, he looked like one as well, owing to the 
expression of his face and the magnificent head 
of hair which hung about his head like a mane. 
He was quite as unapproachable as von Biilow 
at such times, but he lacked the latter’s sarcastic 
and disagreeable manner. One evening, at 
Petrograd, he was to play one of his own Con- 
certos—I think it was the No. 5 in E flat. I 
was to accompany him, being at the time con- 
ductor of the symphony concerts of the Société 
Musicale Russe, which Rubinstein himself had 
founded. At the dress rehearsal—which was a 
public affair and for which the hall was over- 
crowded—his nerves were so agitated that he 
made mistakes and began to stumble. After 
the rehearsal, the crowd was so great that I 
found it impossible to talk to him. But the 
evening of the concert, not being quite certain 
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whether he had made intentional changes in his 
playing or whether there had been a mistake 
on his part, I went to consult him, score in hand. 
Rubinstein, however, without interrupting his 
agitated promenade for a moment, seized me 
by the arm, closed the score and said: “I know 
no more about it than you do; but both of us 
are musicians, and we will keep together no 
matter what happens.” And, in fact, he 
played marvelously well that evening. 

Those who were fortunate enough to hear 
him play for an intimate circle of friends, 
though, were really the only ones who could 
form a competent opinion regarding the mag- 
nitude of his genius. It was on such occasions 
that he displayed the full grandeur of his con- 
ceptions, and gave himself up completely to 
his divine inspirations, forgetting himself and 
all else in order to play as none had ever played 
before. 

Joachim was also extremely nervous on the 
stage. He himself told me that when he 
played for the first time at the Concerts du 
Conservatoire in Paris—then the most cele- 
brated symphonic concerts in all Kurope, at 
which the most famous artists considered it an 
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honor to play gratuitously—he was to render 
the Beethoven Concerto, which was, so to speak, 
his war-horse, and which he played continually. 
But, on that occasion the great Joachim was so 
nervous that—to use his own words—he lost 
the use of his faculties to such an extent that he 
actually did not know that he had completed 
the first movement of the Concerto, and it was 
not until the plaudits of the crowd brought 
him back to himself and he began the second 
movement, the Larghetto, that he felt at ease. 
Once, when he paid one of his rare visits to 
Petrograd, I had an opportunity of observing 
Joachim in the throes of a nervous crisis. He 
was playing the Beethoven Concerto already 
mentioned, and I was conducting the orches- 
tra accompaniment. From the very start I 
felt that his bowing was not.calm; and when he 
reached the final trill, on a sustained note, which 
closes his own cadenza of the first movement, 
his bow trembled so that, though he had not as 
yet reached the end, I did not wait for him to 
play the concluding turn of the trill, but sig- 
naled the orchestra to fall in with the perfect 
triad. To this very day I recall with pleasure 
the look of satisfaction he gave me. 
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I myself, from my earliest youth to the very 
last time I appeared in public, have always been 
very nervous, and this nervousness did not 
leave me until the first composition on a recital 
program or the first movement of a concerto 
with orchestra accompaniment had _ been 
played. 

The younger generation of virtuosi now be- 
fore the public would seem to be better fitted 
for the struggle. Mischa Elman, who went 
to Berlin to make his début at the age of four- 
teen, began his career with an unusual expe- 
rience. The night before the recital he was 
unlucky enough to sleep in a hotel bed-room 
heated by a charcoal stove. Both he and his 
father were well-nigh suffocated by the coal- 
gas fumes when the latter, waking up in the 
middle of the night, his head confused, still had 
sufficient strength to open a window and thus 
save his son’s life and his own. Only a few 
hours later, sick, hardly able to stand on his 
feet, the young violinist made his début. It 
was the beginning of his virtuoso career. 

Jascha Heifetz, playing for the first time in 
San Diego, flew there from Los Angeles by 
aeroplane, arriving three hours before the con- 
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cert, to the great astonishment of his manager, 
who was expecting him at the railroad station. 

Toscha Seidel has himself informed me that 
he feels entirely at ease the moment he steps 
out upon the stage. 

It would almost seem that some changes must 
have taken place in the nervous systems of con- 
cert violinists, if we are to judge by the younger 
generation of virtuosi. Or are there violinists 
among those who are unconsciously nervous? 
For these instances which I have cited are by 
no means isolated ones. Eddy Brown, also, 
knows what stage fright is only by hearsay. 
And Zimbalist has told me that he is greatly 
agitated before coming on the stage. Is this 
merely because they are young, and will these 
fortunates be obliged to pay nature’s debt of 
nerves later on? 
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CHAPTER XITIT 


THE VIOLIN REPERTORY OF YESTERDAY 
AND TO-DAY 


During the past forty or fifty years a remark- 
able evolution has taken place in the repertory 
of the virtuoso violinists. This I attribute to 
the unusual quality of good music of every 
variety produced and played during that pe- 
riod. For in every civilized land great sym- 
phony orchestras, choral societies, chamber- 
music groups, and other organizations and in- 
stitutions devoted to music have been offering 
the masses an opportunity of hearing the best 
music in popular concerts. Little by little, ac- 
quaintance with good music has developed 
wider general appreciation of it, has raised the 
level of popular taste, until now the music- 
loving public is no longer willing to content 
itself with the limited repertory of the old time 
virtuoso. No program which has only super- 


ficial value—which fails of any sound intrinsic 
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merit save the dubious one of throwing into 
sharp relief the technical excellencies of the 
individual violinist—is going to be received 
with enthusiasm by the modern audience whose 
ear has been trained to good music. 

The motto “Music exists because of the vir- 
tuoso” has been disavowed, and “The virtuoso 
exists because of music” has become the credo 
of the true artist of these later days. There 
was some justice, however, in that earlier con- 
tention, for, following the example of Paganini, 
his contemporaries, and the virtuosi who suc- 
ceeded him generally made a practise of com- 
posing their concert repertories themselves— 
this with the intention of flattering the more or 
less uncultivated taste of the masses. These 
compositions were conceived for the express 
purpose of displaying to advantage the indi- 
vidual virtuoso’s technical achievements; the 
purely musical side was regarded as negligible. 
so long as the composition guaranteed an ample 
reward of personal success. 

Paganini, for instance, in spite of the novelty 
of idea, the elegance and harmonic richness and 
variety of his compositions, conceived them al- 
most purely from the point of view of violin- 
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istic effect. His music was skilfully devised 
to display to the greatest advantage his stupen- 
dous skill in playing harmonics and double 
harmonics, extended passages in double stops, 
his mastery of the G-string, his intimate com- 
bination of bow-sound with left-hand pizzicato, 
his well-nigh incredible violinistic tours de 
force. 'To this end he made extensive use of 
variation forms. ‘The Paganini variations on 
“God Save the King,” his Non pit mesta varia- 
tions from Cenerantola, the variations on La ci 
darem la mano, and the famous Carnaval de 
Venise, illustrate the method he used to elab- 
orate simpler compositions. As a rule his 
adaptations begin with a recitative, after which 
the theme is introduced, followed by variations 
designed to give him full opportunity to display 
all his technical resources and tricks. I say 
this without prejudice to such works as his 24 
Caprices—which Liszt and Brahms transcribed 
in part for the piano—for these will always 
remain a monument to Paganini’s creative 
genius. 

But virtuosity for its own sake did not long 
endure, and the virtuoso compositions whose 
technical brilliancy was its chief claim to dis- 
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tinction, were very soon superseded by com- 
positions of more genuine musical value. 
Spohr, Vieuxtemps, Ernst, Wieniawski, set 
other and higher standards. Spohr’s gift of 
melodic invention was genuine, and in his vio- 
lin music, more even than in any other of his 
works, he found that the conditions of formal 
development were suited to his classic mode of 
thought and his nature, and he enriched the 
repertory of the violin with really noble works. 
Of these, his Eighth Violin Concerto, the cele- 
brated “Vocal Scene” is unquestionably his fin- 
est work—one every real violinist should study 
because in it technique is always subordinated 
to musical thought. Then, too—and this ap- 
plies generally to Spohr’s other Concertos as 
well—his treatment of the instrument is abso- 
lutely lyric. The Spohr Adagios, for example, 
are wonderful in their soulful melodic char- 
acter. But to play Spohr properly, the vio- 
linist must give himself up altogether to the 
spirit of his music, and he must not begrudge 
his compositions the big, broad tone their ren- 
dering calls for. Spohr’s Sonatas, for that is 
what his Duos Concertants written for the vio- 
lin and piano or harp really are, are technically 
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on a level with the Concertos, rarely beautiful 
in conception, and well worth knowing. 

Vieuxtemps’s Concertos—especially the fine 
one in A minor—and his brilliant bravura com- 
positions are all rich in beautiful musical ideas 
besides being quintessentially virtuoso music. 
I do not see how the discriminating violinist 
can well exclude them from his repertory. 
Aside from the formidable passage work inci- 
dental to brilliancy, these compositions of 
Vieuxtemps’s are woven with many lovely mel- 
odies of an intimate character, melodies which 
sing beautifully on the instrument, and are 
distinctive both in theme and development. 
And as for Wieniawski, his Légende, the Faust 
Fantasy, and his Adagio élégiaque, with its 
many octave passages, are all, for similar rea- 
sons, well worth knowing. His two Con- 
certos, especially the one in D minor, are rich 
in original themes, and are well written and 
rich in effect. 

Ernst, too, wrote for the virtuoso player. 
But, like Vieuxtemps and Wieniawski, his 
compositions have far more than mere technic 
to recommend them. His expressive Elégie, 
his incredibly difficult transcription of Schu- 
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bert’s “Erlking,” his “Otello” fantasy, no vio- 
linist can afford to ignore. His Concerto in 
I’ sharp minor, however, though written 
with grace and distinction, is hardly important 
enough, musically, to hold a place among the 
great outstanding concertos of violin litera- 
ture. 

But Spohr and Vieuxtemps, especially, of 
these violinists-composers I have mentioned, 
still hold an unchallenge 1 place, for their 
works, each in their own way, are at the present 
time regarded as masterpieces of distinct 
schools of musical thought and interpretation. 

But it was about the middle of the nineteenth 
century that a nobler, more artistic trend made 
itself plainly evident in the recital programs of 
the really great virtuosi. The change was in- 
spired, I am inclined to think, by Mendelssohn, 
and, after his death, by Schumann in Leipsic 
and Liszt in Weimar. ~Ferdinand David and 
Joachim were the first to make a breach in the 
approved and sanctioned violin program of 
their time. 

David, having resurrected Johann Sebas- 
tian Bach’s Sonatas for violin solo, (one of 
which contains the famous Chaconne), ren- 
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dered an invaluable service to all the genera- 
tions of violinists present and to come, by edit- 
ing and publishing them. He still further en- 
riched the repertory of the violin with his edi- 
tions of the great Italian violin masters of the 
seventeenth and eighteenth centuries. To 
David almost exclusively belongs the credit of 
opening wide the gate of the seventeenth cen- 
tury to virtuosi of his day, as well as to those 
of our own. Through his efforts so vast a 
store of rich musical materials was made ac- 
cessible that violinists have been making full 
and deserved use of them ever since. Tor to- 
gether with the Sonatas of Johann Sebastian 
Bach and those of Handel, David’s contribu- 
tions form the basis of every well-constructed 
violin program. 

Between 1870 and 1880 this tendency to play 
music of the highest quality before public au- 
diences had grown so widespread and the value 
of this principle had been so extensively recog- 
nized, accepted and supported by the press in 
general and the musical press in particular, 
that the great virtuosi like Wieniawski and 
Sarasate—the most conspicuous exponents of 
the movement—were encouraged to make ex- 
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tensive use of the higher type of violin compo- 
sition in their concerts. With the most pro- 
nounced individuality of interpretation—I 
mean individuality in the best sense of the word 
—they included Bach’s Chaconne and other of 
his compositions, as well as the Beethoven Con- 
certo on their programs, and their very artistic 
conception of the adequate execution of these 
compositions added not a little to their fame. 
Sarasate’s own original, ingenious and effec- 
tive concert pieces, his Airs Hspagnoles, so 
warmly colored with the fire and romance of 
his native land, are by no means his greatest 
tribute to the violin repertory. It was the 
wider appreciation he won by his playing of the 
great violin works of his own epoch for which 
he deserves the highest credit. ‘To Sarasate 
belongs the distinction of having been the first 
to popularize the Concertos of Max Bruch, of 
Lalo and of Saint Saéns. 

But as time went by, and the number of vir- 
tuosi was augmented year by year, increasing 
far more rapidly than the repertory itself, an 
effort was made to supply the demand for 
works worth while playing. Compositions 
were produced which not only had real musical 
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value, but which pleased because of the manner 
in which they threw into relief the brilliant 
qualities of the solo instrument, as well as the 
virtuoso ability of the artist. The era of trans- 
criptions, of arrangements of compositions, 
vocal or instrumental, which lent themselves 
more or less naturally to transfer to the strings, 
set in. The music of ancient and modern 
masters was made to contribute to this end. 

The idea in itself was not new. Liszt had 
been the first to write transcriptions—those in- 
comparable transcriptions of his for the piano. 
He introduced a new type of music for the key- 
board and it is due to his genius that a number 
of vocal, violin, orchestral, etc., masterworks 
were made more generally accessible through 
his setting them down for the piano. 

Joachim, in a modest way, and after him, 
Wilhelmj, more extensively, followed Liszt’s 
example and were followed in turn by others. 
More than fifty years ago I myself transcribed 
Schubert’s Moments Musicaux and Rubin- 
stein’s “Melody in F”’; and edited Paganini’s 
“Twenty-fourth Caprice” —the one in A minor 
—together with other similar compositions, 
with piano or other accompaniment, 
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Willy Burmeister, also a Joachim pupil, has 
during the past twenty years edited a number 
of smaller violin pieces taken from the works of 
the older masters, some of which have become 
very popular, and are still much played because 
of their intrinsic worth and the musicianship 
displayed in their presentation. 

Later, Fritz Kreisler published his admirable 
arrangements of older compositions, as well as 
of some of Paganini’s works, and he has been 
followed by Elman, Zimbalist and still others. 
It is thus that the standard repertory—the rep- 
ertory which embraces the great concertos from 
Beethoven to Tschaikowsky, the Bach Sonatas, 
and the larger and more important individual 
violin pieces by all the good composers of older 
and more modern times—has been extended 
and, in a certain sense, renewed. For a host 
of charming and interesting pieces, if not orig- 
inally violin music, have in many cases been 
made so, because their ideas have been “‘violin- 
ized,” thought out again and expressed in the 
real musical and technical idiom of the string 
instrument. 

And while he is awaiting the coming of the 
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Johannes Brahms, Max Bruchs, Camille 
Saint-Saéns and the Tschaikowskys to be, the 
young virtuoso should not fail to take advan- 
tage of this new “miniature” repertory which, 
for many reasons, is so well worth cultivating. 

But in the matter of developing a repertory, 
appropriate both in technique and tempera- 
ment to the requirements of the young artist, 
what sort of music may we recommend as best 
suited to his taste and needs? Because it is so 
largely an individual matter, I find it difficult 
to be explicit. That the repertory have a wide 
range is one of the first essentials. I believe 
that he should vary, as widely as he possibly 
can, the music he plays. He ought to play the 
works of many different masters, and pass 
from a composition of one school to the work 
of a composer of an altogether different school. 
For the accomplished violinist must be musi- 
cally broad: he must be at home in all the 
schools and know the repertory of each. 

And this versatility applies as well to the 
study and exercise repertory for the technique 
of right and left hand as to the concert reper- 
tory. The student must master every form of 
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technique; he must develop his mechanical fac- 
ulties in every direction, just as far as the phys- 
ical limitations of his hands will allow. 

The range of compositions adapted to the 
young violinist’s use is wide. Let him play 
whatever he likes by Bach, Beethoven and 
Mozart, while he makes himself familiar with 
the music of Schumann, Brahms and the mod- 
erns, or even dips into the purely virtuoso rep- 
ertory. To develop good judgment in the 
selection of one’s repertory is a difficult task, 
and many violinistic failures have been due to 
a lack of judgment in choosing of the musical 
material to be studied. The young artist may 
easily be led astray unless controlled by genu- 
ine friends, whose judgment is reliable. If 
he does not have the benefit of such guidance it 
is only too likely that his errors will be brought 
home to him rather late in the day by severe 
criticism. 

But as soon as the student has reached a cer- 
tain maturity both of age and of judgment, 
when he has overcome many of his early faults 
—whether this be as a result of the advice of 
teachers, of colleagues or of friends—he will 
feel the need of—and tend to rely more and 
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more upon self-criticism and_ self analysis. 
He will sound, study, examine his equipment, 
musical and technical, his taste, his preferences, - 
his temperament, and he will be guided in his 
choice of numbers to be added to his repertory 
by a proper balance of such factors and a rec- 
ognition of his own limitations and abilities. 
In this way the whole question of repertory will 
gradually solve itself for him, for repertory— 
aside from the acknowledgedly great works 
which he must study, know and play if he is to 
be considered, in any true sense of the word, a 
violinist—-should mean those compositions 
which each individual violinist can play to best 
advantage, which he best feels and interprets, 
and his own instinct and judgment must be his 
ultimate guide in this. The music which speaks 
most powerfully to his own soul he will be able 
to present most sincerely, most appealingly, to 
his listeners. Let him set himself this stand- 
ard, and live up to it, and his repertory will 
take care of itself. 

In trying to develop his own sense of what 
a repertory should be, the student ought to 
neglect no opportunity of hearing violinists, 
always listening intelligently to what they play, 
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and trying to study the effect of the music 
played. He will do well to hear mediocre 
players as well as the great artists. From the 
former he can learn what not to play and how 
not to play; while the latter will teach him 
what is worth knowing and its interpretation. 
Yet, in every case, he must remember that while 
he should learn all he possibly can from these 
artists, he must never imitate them. 

I have always developed the repertory of 
my pupils on broad lines of general apprecia- 
tion and individual preference. The best of all 
schools, the best of all types, the music best 
adapted to the character and powers of the 
individual—this makes up the repertory of the 
true artist violinist. 
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CHAPTER XIV 


PRACTICAL REPERTORY HINTS 


Wuat I Give My Pupits to PLAy 


I believe that, in order to maintain the stu- 
dent’s interest in his work, a competent violin 
teacher will make use of teaching material of 
as widely varied a character as possible, and 
that he will under no circumstances concen- 
trate on the works of any one composer, no 
matter how important, to the exclusion of 
others. I have always acted on this conviction 
in the case of my own pupils. 

After working his way through Kreutzer’s 
forty Etudes and the twenty-four Caprices by 
Rode, the young violinist may take up such 
compositions as the Viotti Concerto in A minor, 
or that in E minor by the same composer; 
Rode’s two Concertos in A minor and E minor 
are also very valuable; the D minor and D ma- 


jor Concertos of Kreutzer, and Spohr’s Second 
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Concerto, in D minor, and at the same time 
and at certain intervals, such pieces as Vieux- 
temps’s Réverie, the Morceau de Salon in D 
minor, the Baiiade et Polonaise, the Tarantelle 
in A minor—unjustly neglected—and, later, 
the big Fantasie Appassionata, as well as 
other, shorter compositions of a more singing 
character. 

Afterwards, when the student has com- 
pleted the Rode Etudes and those of Rovelli, 
and has started work on Jacques Dont’s 
twenty-four Caprices, he may try his hand at 
more difficult concertos: Spohr’s No. 7, and 
his No. 8, the “Vocal Scena,” as well as the 
Concerto No. 9, in D minor, and the one in G 
major, No. 11. But the study of all these 
concertos should be varied and enlivened by the 
introduction of other less difficult things: pieces 
by Wieniawski, such as the Légende, some of 
the mazurkas, one of the two Polonaises, the 
one in A, for instance, to begin with, since it 
is the easier of the two. And the student may 
also take up one of the two books of Sarasate’s 
Danses E'spagnoles, not forgetting to pay at- 
tention to the slow movements which occur in 
them; and one or another of the Chopin Noc- 
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turnes, of which Sarsate, Wilhelmj and I my- 
self have made transcriptions. 

After the student has mastered Rode’s 
twenty-four Caprices, and the Caprices by 
Dont—I mean “mastered,” not as a result of 
running through from beginning to end in a 
superficial manner, but of studying them with 
the most serious devotion, and devoting special 
attention to some of the more individual and 
difficult ones among them—then he may ven- 
ture upon some of the works of the grand rep- 
ertory: the Concertos of Mendelssohn, Beetho- 
ven, Brahms, Tschaikowsky, together with 
movements taken from Bach’s Six Sonatas for 
violin solo,* and the two Beethoven Romances, 
as well as more modern compositions. Of 
these latter there are many which are worth 
while studying: some of the arrangements 
which Kreisler has made of numbers by older 
masters; my own transcriptions of pieces by 
Beethoven, Schumann, Tschaikowsky; Ries’s 
Troisiéme Suite; the more recent transcrip- 

1 With regard to J. S. Bach’s two Concertos for violin, I 
have never given them to my pupils to study because, from my 
point of view, only the two slow movements in them are 
musically valuable and really worthy of their composer; while 
the first and last movements of each Concerto are not very 


interesting, either musically or technically. This, of course, 
is my own humble opinion. 
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tions of numbers by Grieg, Rubinstein, G. 
Fauré and others made by Mischa Elman; 
Zimbalist’s Danses Orientales and his Suite 
dans le style ancien; the “Hebrew Melody” 
and “Hebrew Lullaby” by Achron. 

Then come such works as Tartini’s two Son- 
atas—the one in G minor and “The Devil’s 
Trill” Sonata—various other sonatas by the 
older Italian masters, and the Vieuxtemps 
Concertos—No. 2, in F sharp minor, No. 4, 
in D minor, No. 1, in E major and No. 5, in 
A minor. The sequence of these Vieuxtemps 
Concertos may be broken up by Wieniawski’s 
Concerto No. 2, in D minor, Ernst’s Fantasie 
brillante on themes from “Otello,” and the A7rs 
hongrois by the same composer; Wieniawski’s 
Concerto in F sharp minor; the Ernst F sharp 
minor Concerto, and Paganini’s Concerto in 
D major. 

This last group of compositions represents 
the very maximum of technical difficulty, and 
should be diversified by cantabile numbers, 
violin-song numbers, like the Bach-Wilhelm) 
Air on the G-string; Handel’s Larghetto, as 
arranged by Eddy Brown, and three or four 
of the Handel Sonatas, especially those in E, 
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A and D major. I have mentioned elsewhere 
the Concertos of Max Bruch and Saint-Saéns, 
and the Symphonie Espagnole by Lalo, which, 
of course, must be included in the study pro- 
gram of every solo violinist as permanent fea- 
tures of the virtuoso repertory of our own 
time. | 

These numbers here mentioned are all com- 
positions which I have studied myself, and 
which I make my pupils study. 

Nor should I neglect some of the Paganini 
compositions I have not touched on elsewhere, 
which I have found most valuable for study 
purposes because of their effect as concert 
numbers. Among them is the twenty-fourth 
Caprice, in A minor, for which I have supplied 
a piano accompaniment, and the famous Per- 
petuum mobile (Perpetual Motion), one of the 
most difficult compositions ever written as far 
as bow technique is concerned. 

Once the young artist has really mastered 
the repertory whose components I have indi- 
cated in a broad way, he will have attained a 
notable degree of mechanical skill and musical 
sufficiency. And his taste, moreover—thanks 
to the large number of works diverse in char- 
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acter and rich in musical beauty which he will 
have come to know—will have been formed. 
He will then be perfectly justified in develop- 
ing a repertory for himself in accordance with 
his preferences, comformable to his capacities, 
extending or reducing the one I have described, 
and substituting for the works mentioned 
others which represent his own choice. 

In giving these indications of the études and 
concertos which I have been in the habit of 
using in my courses at the Imperial Conser- 
vatory in Petrograd, and here in the United 
States, I do not mean to insist that they be 
followed out in the exact order in which they 
are given. It goes almost without saying that 
I have not here set down my conclusions as 
hard and fast rules for the study of repertory. 
They are suggestive rather than positive, and it 
is of slight importance if the sequence of study 
indicated be varied, according as the teacher’s 
insight or the student’s individuality may jus- 
tify departures from the order given. 

Like all else that pertains to art, though an 
order of succession for the study of repertory 
may be planned on certain principles based on 
generally accepted laws, it is the individual 
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factor which must be the determining one in the 
end. Intuition, instinct, physical equipment, 
and intellectual bias eventually lay down the 
law, and what, for want of a better term we 
know as “genius,” will—even when opposed— 
continue to dominate and control in the present 
and in the future precisely as it has in the 
past. 
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